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ADVERTISEMENT- 



The distinguished patronage with which *^ The 
Musical Assistant'* has long been honoured, induced 
the publisher to give the work in its present form as 
a Companion, with a view to presenre the piano-forte 
edition from being torn and defaced by the younger 
pupils, as it has been accurately revised by the author, 
for the purpose of being studied in conjunction. 

The publisher hopes it will be found equally de 
servitig the high encomiums passed on the piano-forte 
editions by some of the ablest critics of the present 
day. 



<* It is but justice to say, that Mr. Coggins has acquitted himself 
well, by inserting every thing necessary, and nothing superfluous ; 
and we strongly recommend thi^ work to the notice of schools and 
musical families in general,"— j Montldy Magazine, 

«' Mr. C.'s present labours willprove a powerful recommendation 
with those to whose superintendence the musical practice of young 
ladies is so generally intrusted."— Bri/isA Lady's Magazine. 
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** We hfiTe eyery reason to be satisfied vvith the wo^ before us ; 
nothing essenUied to a beginner is omitted The Dictionary of 
Musical. Terms is one of the best and most copious to be met with in 
any work of instruction."— Ackebmann's Repository of JrtSf 4*^* 

'' A pupil who has gone through the Musical Assistant with atten- 
tibn, will, we doubt not, be found extremely well grounded in the 
most necessary papts, .fw Mr. C. has omitted every thing that is not 
absolutely essential. The capital recommendation of the work is, 
that the road is made as clear as possible to the scholar." — Quarterfy 
Mhuical Magazine and Review. 
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PREFACE 

TO THE FIRST EDITION. 



In submitting the present work to the notice of the 
musical world, and particularly to that respectable 
part of it who are intrusted with the superintendence 
of youth in private families and schools, the author 
hopes the following method will be found to save 
much time and trouble, to do which, practice has led 
him to believe that the^erasiest and best way is by 
question and answer. 

As his design is only to convey what is actually 
requisite for young performers, he has carefully avoided 
using any abstruse words or examples, which are not 
necessary for the information of those who wish only 
to attempt the practical part' of music. 

The whole of the dialogue, it is presumed, is ren- 
dered so easy, that any person, who has but a slight 
knowledge of music, may teach it in the absence of 
the master with great accuracy ; for if the first prin- 
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ciples be well grounded, the pupils will acquire a 
more general knowledge^ with pleasure to themselves 
and satisfaction to their friends. This is too gene- 
rally neglected for want of proper means, particularly 
at schools, owing to the shortness of time allowed for 
the pupils' lessons. 

The author recommends the teacher to commence 
with the dialogue, by giving the pupils as much as 
shall be thought adequate to be retained by memory, 
according to their abilities ; and if one quarter of an 
hour be allowed twice in the day, he is certain that 
the whole of the dialogue may be attained by any 
moderate capacity in a very short period, without in- 
terfering with other studies, and with less trouble to, 
the teacher than is generally required. 
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ADVERTISEMENT , 

TO THE PRESENT EDITION. 



Trb aulborbegs to state that the present edition is 
designed for the use of classes in schools, or pupils at 
home. By reducing the sections to weekly portions, 
and these portions to daily lessons, the pupils have 
always before them a jMogresslve plan to unite theory 
with practice. 

As a knowledge of the theory is now considered 
indispensably necessary for young performers on the 
piano'forte, the author has increased the sections, and 
accompanied them with occasional exercises in an 
Appendix, which he trusts will be of essential service 
to those pupils who may hereafter wish to study 
Thorough Bass and Harmony; for unless the first prin- 
ciples be well ingrafted on the memory, like the loss 
of a link in a chain, there will be a want of union 
between the first ru^ents and the theory. 
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It is for the above reason the author has endea- 
voured to render the following pages as extensively 
useful as the prisscribed limits of the undertaking 
would permit, whieh, he trusts, will be no less ac- 
ceptable to the assistant teacher, than to the pupil, 
to whom it is respectfully dedicated. 



JOSEPH COGGINS. 



ThUtle-grove^ Brompion^ 
1824. 



Digiti 



zed by Google 



COMPANION 



TO THE 



MUSICAL ASSISTANT. 



SECTION I*.— Cy the State^. 

Teacher. What is a stave ? * 

Pupil. Five parallel lines, and their intermediate 

spaces. 

Example. 



T. Which is the first line of the stave? 

P. The bottom line is the first, and so on ascending. 

LINES. 
Ex. TOn 



F IFTH 

-FOUBTH— — — 



^FIIISTUNE- 



-6BCONI>- 



* In schools and families, where assistant teachers are employed 
to superintend in the absence of the master; they are advised to form 
the pupils in class (at least once a day), ihi best performer to take 
the pnscedenee in the first instance, but if any hesitation or mistake 
arises, then the next pupil that may be perfect to take the place. 

The sections are recommended to be said in order, and occasionally 
with promiscuous questions from the Appei>]ix. 

t Opnion being divided as to the best of the following terms, 
STATE and STATF, the author has been guided by the majority of 
authors, Who are decidedly in favour of the former. 

B 
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T. Which is the first space ? 

P. The space between the first and second lines. 



SPACES, 



Fy thiteb" 



FOURTH 



♦^^tteTfePAcA " 



T. Are there any other Hnes^ and spaces beside those 
used in the stave ? 

P. Yes: small Unes are used above and below, which 
are called ledger, or added lines. 

Tj, Added lines above ZZ ' 



Ex 

Added lines below 



T. How many staves are made use of for the jnano- 
forte? 

P. Two: which are united by a brace; the upper ^tere 
for the right hand, and the lower stave for the left hand. 



Ex. 



r 


For the right hand. 


i 


' 


1 




» 1 




S 1 




^ 


For the left hand. 


< 1 




1 




1 


• 


\ 





T. .What are the names of the straight lines drawn 
through the stave ? 
P. li single, they are called bars ; but if two together, 
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MUSICAL ASSISTANT. 



they are called double bars, which are seldom used but at 
the end of a strain, or whole piece of music. 



Ex. 



Single Double 



,. Bar. Bar. 



T. Explain the use of the single barsl 

P. They divide the music into equal measures. 

T. What do you comprehend by the term measure*! 

P. The distance from one bar to another. 

A Measure. 
Ex. ^^ 



T. Why are the double bars sometimes dotted? 

P. The dots are used on both sides to sho^ the perfor- 
mer that the parts must be repeated, but if only on one 
side, thajt.part alone is tb be repeated. 

Ex. Both parts Repeated. Not repeated. Repeated. 

?ffi=^ i i = il l ^ ^^ 



repeated. 



* The term Bar, is too fiequentlj substituted for Measure, biit to 
prevent confusion, the author has adopted the above terms, as used 
inCAixcoTi's Grammar. A measure does not always contain 
notes of the same duration, but whatever be their number, thej must 
never exceed the length required by the time marked, to which they 
must be equal, and in exact proportion. 

B 2 
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SECTION II. 

Notes and Clefs. 

Teacher. How many letters of the alphabet are used 
forthewte^? 

Pupil. Seven. 

T. Name them. 

P. A, B, C, D, E, F, G. 

T. How are the names of the not^ known when^laced 
on the stave ? 

P. They derive their names from the clrfs. 

T. How many clefs are used for piano-forte music ^? 

P. Two. 

T. What arc they caUed? 

P. The treble clef and the bass clef. 

T. Explain what you comprehend by the treble clefl 

* Tbere is another clef, caUed the C clef, which is placed on, 
different lines of the stave, but it is seldom used except in vocal 
music or in score : when found on the first line it is called ^e soprano ; 
on the third line, the countertenor ; on the fourth line, the tenor ; 
on whatever line it is placed it represents the C, between the bass 
and treble clefs commonly called middle C. It would he proper 
here to remark, that the author has used dots on each side of die 
clef line througlKHit the work. 



Basst. 



E 



Counter- 
Tenor. tenor. Soprano. TreUe. 



P 



i 



N.B. The middle C of the piano-forte represented by the dif- 
feient diefs. 

t By some authors spelt base. 
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P. The^ft/e c/ef represents the letter G, aiid is placed 

on the second line of the stave for the Use of the right 

band. 

Treble 
Clef. 



Ex. 



X(PI G> or Clef 



T. What is the bass clefl 

P. The bass clef represents the letter P, and is placed 
on the fourth line of the stave, for the use of the left hand. 



Bass 



-n JJa»9 ^^ , f F, or Clef Line- 

*'^- Clef. ^^^ 



T. Why are those clefs sometimes substituted for each 
other? . . 

P. The treble clef is used instead of the bass when the 
notes ascend high above the stave, and t^elbass clef is used 
for the treble when the notes descend much below the: 
stave. 

In the following Ex. the same keys of the piano-forte are 
represented in the treble and bass clefs*. 

Ascending. Descending. 

D D E F GC BA GF 



Ex.< 



I 



^ 



f f f f^1= ^ ' - ^ 



^ 



E P G 



* Having observed that jonng pupils find considerable difficulty 
in mfiferstanding how the same keys can be expressed by different 
clefs, it is necessary that they should frequently be exercised in the 
examples given in the Appendix, in both elefs, and then point out the 
notes on the instrument. 
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T. Which are the Hys of the ^piano-forte the two clefs 
represent? 

P. The treble clef represents the G, next aboVe middle 
C ; and the bass clef the P, next below middle C *. 



Middle 
C. 



Treble 
clef note. 




^ Bass 
clef note. 



^3 



t->-^ 



m 



-e>H 



SECTION III. 

Keys of the Piano-Forte. 



Sharp. 

I 



Flat. 

b 



Natural. 



ii 



Teacher. What are the white and black keys of the 
piano-forte called ? 

Pupil, The white keys are called naturals, and the black 
keys sharps or flats. 

T. How are you to know when to play the sharps^ and 



^^The middle C cannot be too strongly enforced on the mind of 
the pupil, as it iivill be of essential sendee in reading the different 
clefs, and it should be particularly pointed cut in the great scale 
given in the piano-forte part of this \rork, page 3. 
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MUSICAL ASSISTANT* / 

P. By. their being marked at the clef, or placed before 
the notes ;b, sharp raises the natural to the adjoining black 
key above, and the flat lowers the natural to the adjoining 
black key below. 

T. What is the name of the black key above G, that is 
representedby the treble clef? , 

P. If taken instead of G, it is called G sharp. . 



Ex. 



t r. J ^ 



G 6 sharp. 



T. What is the name of the black key below G ? 
P. If taken instead of G, it is called G flat. 



■^- % J tefc 



w 



G Gflat 

T. I observe that there is no black key between E, P, 
and B, C. Suppose you want E sharp, or P flat, must 
you take a black key ? 

P. No : it is a general rule that the sharp or fiat to 
any note must be the adjoining key above or below, and 
if there is no black key between the two naturals, the 
adjoining white key becomes the sharp or fat*. 

T. What is the order oisTiarps'fl 

* .In order to guide popils in the application of the sharps and 
JiatSy they should he frequently exercised by the scale and key-hoard 
in the piano-forte edition, page 3. 

t It will he necessary to observe, that there are double sharps^ 
and as Ibey procbed in the same order as the single, the pupil will 
find hut little difficulty inajq^^lying them ; they raise the single sharp 
a chromatic semitone higher, consequently F doable sharp becomes 
the same key which is used for & natural. (See App^dix.) 
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COMPANION TO THE 



P. F sharp, the first, C|;tlie second, Gj| the third, 
Dji the* fourth. A)) the fifth, Ej) the si&tfa, andBj) the 
seyentb. 



Ex. 



^ 



4- 



* 



Se 



E 



1st, 2d, dd, 4tb, 5th, 6 th, 7th. 



T. Repeat the order of /fate*. 

T?. B flat, the first, E b tiie second, A b the third, 
Db the fourth, Gb the fifth, Cb the 9ixth, and Fb &e 
seventh. 



Ex. 



m 



w 



* 



t^ 



*: 



E 



ist, 8d, 3d, 4th, 5th, 6 th, 7th. 



T. What is the use of the sign called a natural tf ? 

P. The natural represents the white keys, and is used to 
make the sharp or flat a natural key. 

T. What are accidental sharps nxid flats 1 

P. Those sharps and flats that occur during a lesson that 
are not marked at the clef. 

T, Does the accidental sharp or flat affect other notes, 
beside those which they are placed before ? 

P. Yes : they affect all notes of the same name through- 
out the measure, unless c6ntradicted by a natural. 
Ex. Ex. 




* f he double flats proceed in.the same order as the single, which 
they lower a chromatic semitone, viz., B double flat is the sane key 
as A natural. The double sharp is made thus ( X ) ; when it beeomel 
a single sharp, ftese characters are nsed (tjtt). The doable flat 
Ibus ( bb ) > *^^^b^ it becomes single, thus (^p)* 
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T. Is there any other rule to be observed respecting m- 
ddcntalsl 

P. Tes : if the last note of a measure is affected by an 
accidental, and the first note of the following is on the 
same degree, it is continued unless such note is marked to 
the contrary. 

Ex. 




vh^^ 



SECTION IV. 

The Duration, Names, artd Description of the different 
Notes now in me. 

Teacher. How many differeiri; sort of notes lire now 
in use? 

Pupil. Six. 

T. Repeat their names according to their len^h ox 
duratum^^ 

P. Semibreoe^ the longest note; minim, or half a semi- 
breve ; crotchet, or half a minim ; quaver, or half a 
crotchet; semiquaver, or half a quaver; and demisemi- 
quaver, or half a senuquaver. 



* The author is induced to deviate firom the piano-forte edition, 
by adopting duration (or value in the comparative time of the notes 
— " a v&y commony hut a very unnecessary, synonym.^ — Quart 
Hub. Mag. and Review, No. Y. p. ids. 
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T. What are their d^ereiU sMpes ? 

P. The Mxmbreoe is a white open note without a tail o; 
the, imam is a white note with a, tail ^ ; the crotchet a 
black note with a (ail f ; the qmner a black note with a 
hook f ; the itmxfmoer a black note with two hooks ^ ; 

and the demtfemtgtmver a black note with three hooks ^ . 

T. What is the division of (he aemUfreve, in notes less 
its duration*? * . 

P. A sem^eoe is equal to two minims, or four crotdiets, 
or eight quavers, or sixteen semiquavers, or thirty-two 
demisemiquavers. 

Ex. Asemibreve o is equal to 
two 0| 0| or 

four p f ^' j or 

ciahtr r r f r r p L. or 



^or 



m\m\\WM\\\mm\\ 

T. What is the division of the mimm^ in notes less its 
duration? 

* In old music the hreve is sometimes used Qt is nUade 
thus ll:j| or je} ), in duration it is double the semibreve. There 
are also notes ^ich are called the half-demisemiquaver gg and 

the qwiTter^defnisemiquajver I^S which in duration are the half 
and quarter of the demisemiquayer. 



Digiti 



zed by Google 



MUSICAL ASSISTANT. 11 

P. A mmm is equal to two crotchets, or four quavers, 
or ei^t semiquavers, or sixteen demisemiquavers. 

Ex. A minim ^ is equal to 

two p . f or 

fo* J J P J or , 

«ght ,^ ^ ^ ^ ^ ^ ^ J or 

sixteengyyil^iyiyi 

T. What is the division of the crotchet, in notes less its 
duration? 

P. A crotchet is equal to two quavers, or four semi- 
quavers, or eight demisemiquavers. 

Ex. A crotchet P is equal to 



two ^ ^ or 

four ^. ^ ^ ^ or 
eight g y ^ 



i 



T. What is the division of the quaver, in notes less its 
duration? 

P. A quaver is equal to two semiquavers or four demi- 
semiquavers. 

Ex. A quaver ^ is equal to 

C 2 



two C U or 
four 
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T. What is the division pf the sendquaoer, in.notes less 
its duration ? 
P. A semiquaver is equal to two demisemiquavers. 

Ex. A semiquaver y is equal to 



two 



T, Why are Ihe lines used to unite quavers, semiquavers, 
or demisemiquaversl 

P. To prevent mistaking their number ; the single line 
is used to unite quavers, the double lines foT sem.iquavers, 
and the triple lines for demisendquavers. 



Ex. 



mi mm 



T. Are the note^ the same in duration whether ,1he tails 
turnup or down? 

P. Tes : the duration is the same, but it is customary 
in copying to draw the tails down from the middle line 
and upwards, and turn them up from all below the middle 
line. 



Ex. 



i=P 






3==t 



^^^ 



&c. 



Nate The aqthor has been explicit in the foregoing Section, 
hut as the dtoration of notes ought to be well fixed in the mind 
of the pupil, he thinks that assistant teachers cannot be too minute 
in the explication of the examples giyen in the Appendix. 
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SECTION V. 



Common and Triple Time. 

Teacher. What are the principal species of time^l 

Pupil. Time is of two species ; common time dividing 
eadi measure into two or four equal parts^ and triple time 
dividing each measure into three equal parts. 

T. How are the tftarks of time disfinguished ? 

P. By signs or figures placed after the clefs at the be- 
ginning of every piece of music. 

T. How is common Ime knownf ? 

P. The sign Ifaat represents common tme is a character 
made similar to the letter C, which signifies that each 
measure is to contain a semibreve, or its equivalent in 
other notes. 




T. How is triple fme known? 

P, By figures placed over each other ; the principal 
are | and f . 



^ 



35 



Ji if • 



m 




♦ The time or duration of the' notes cannot be precisely fixed 
but by comparatiye proportion, as comiAon or triple-time may be 
slow or quick according to the direction of the composer, who 
generally afi&xes at the beginning of his composition terms or words- 
expressive of the time in which the music is to be played. 

t When the mark of common time has a line drawn tbrougl^ it 
(thus ^), it signifies that the time is fkster. 
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V 



T. Explain what you comprehend by the use of those 

P. The upper figure gives the number of notes, or their 
equivalent contained in each measure, and the lower figure 
how many. are equal to the semibreve; 2, represents 
minims; 4, represents crotchets; 8, represents quavers; 
and 16, represents semiquavers. 

T. How do you know whether a lesson is to be played 
slaw or (pmk ? 

P. By words placed at the beginning. 

T. Repeat the principal words that are used to represent 
Utie slowest lim^l 

P. Gravey Adagio, Largo, and Lento. 

T. What are they for movements continued in following 
gradation from the slowest? 

P. Larghetto, Andante^ Andantmo^ Moderato, Maestoso, 
and Allegretto. 

T. Repeat the principal used for quick movements^ 

P. Allegro, Con Spirito, BfUlante^ Vivace, Presto, and 
Prestissimo. 

Obs. — ^A strict observance of the rules, enumerated in the pre- 
ceding Section on the marks 6f time, will enable the po{nl to.iqpply 
them to all, others. For Examples, see Appendix. 



SECTION VI. 

Dot of Time, Rests, ^c. 



Teacheil What is the use of the dot, when placed after 
a note? 

PupFL. A dot, used after a note adds half its own dura- 
tion ; consequently, a dotted semibreve is equal to a semi- 
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breve and minim, a dotted minm is equal to a minim and 
crotchet, a dotted crotehet is equal to a crotchet and quaver, 
a dotted quaver is equal to a quaver and semiquaver, a 
dotted semiquacer is equal to a semiquaver and demisemi- 
quaver. 



Ex. 



equal 



'■1 



equal 



ir 



equal 

n 



equal 



r 

equal 



T. Sometimes there are two dots, what is their signifi- 
cation? 

P. The two dots added together are equal to three- 
fourth parts of the preceding note. 



Ex. 



equal 



equal 






equal 

n 



1^ 

m 



T. When the figures 3 or 6 are placed over the same 
number of notes, what h their meaning^? 

P. That the three notes are only equal in duration to 



* It sometimes happens tbat the figures are omitted, in that case 
nothing but a knowledge of the time can distinguish them. 

Other figures are occasionally used, showing the number of notes 
that are to be played, but the time must be strictly kept The 
most usual are 6^ 7, 9t lOf 18, &c. 
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two of the same kind, and the ^ only equal to four ; con- 
sequently, they are played faster. 



Ex. 



rrr 

equal 

rr 



01 (2! m 



equal 



8 

1 



equal 

u 



equal 

y 




mff 



^ual 



T. What are re^to? 

P. Signs indicating silence of different lengths, propor- 
tionate to the notes which they represent. 

T. Are the dots used after rests 1 

P. Yes : when so used they mean the sa:me as when 
placed after a note of Ifae same duroMan. 

T. Describe the rests with their different forms. 

P. The sendbreve rest is made under a line, the minim 
rest above a line, the crotchet rest turns to the right, the 
quaver rest to the left, the semiquater the same way with 
two marks, and the dcmisemquaver the same way with 
fliree marks. 

Ex. 

Notes 

Rests 

T. Are there any other restsi 

V. Yes : there are rests which represent the duration of 
jsl measure, and sometimes of several measures, but the 
number is generally marked to them. . 

1 2 3 4 5 6 

Ex. 1 ■ I € I 1 "^H- ■ 1 ■ ■ I 111 &c. 



' o 




J 




4 

• 


« 
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SECTION VII. 

Graces, used for Embelliskment and Expression. 

Teacher. What are the names of the principal' grace*?* 

Pupil. The appoggiatura, shake, turn, and beat. 

T. Explain the tise of the appoggiatura f . 

P* It is a small note placed on the adjoining line or 
space before an ordinary note, from which it generally ^ 
borrows half its duration. 



Written, 




Played. • ^..— v^ 



zs: 



* The graces should be sparingly used by beginners, as taste and 
experience are a better guide than rules for determining their pro- 
per introduction. ' 

t When the appoggiatura is placed before 4ouble*|iotes it is per- 
formed as in the following example : * 



Written. 
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T. Explain the ^Aa^e. 

P. The shake consists of an alternate i^epetition of the 
note above, and generally ends with a turn from the note 
below ; the number of notes are not decided, but they must 
be proportionate to the duration of the note that bears it. 
Ex. Written. 



ill 2 



^^S 



^ Turned shake. 

Played, 



Passing shake, or triU. 




THUS 



or THUS 



T. Explain the *wm. 

P. The turn consists of three notes, the note above, the 
primitive note, and the note below, and terminates on the 
note to which the turn is marked. 



Ex. 




Written. 

CO M 



iprzK 



Natural turn. 
Played. 



I 



4^ or I 4. 



^P-^-^—P- 



ol^l 



Inverted turn. When a black key 
is required. 




T: Explain tiie freat*. 

P. The beat is the passing shake reversed, beginning with 
the adjoining key below. 



♦ This grace is commonly used in the bass, as in the following Ex 



t 



fe^ 



thus 



I 



or 



thus 
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Written. 




Obs. AU small notes, not found on the adjoining line or space, 
before the ordinary notes, are always performed vritk quickness, as 
in the following example*. 



Ex. I. 



Ex. II. 




^=B 






■^^ 






Obs : The small notes in the above example are som>etimes called 
a glide. » 

Having observed that pupils Jind great difficulty in the application 
of the graces^ particularly th/s shake and turn, it mil be found a 
useful exercise to practise them on every note of the .ocia.Ye, — (See 
AppenfcA 



* See Lesson 26 ^ Piano-forte Edition, page 33. 



I>» 
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SECTION vin. 

Cbamskrs, Signs, ^c. 

Teacher. What is the use of the pausel* 

Pupil. The pause, placed over or under a note or rest, 

signifies that the time is to be delayed on that part of the 

measure. 

Ex. ^T^ ' \^ 

T. What is a repeat? 

P. A repeal is a charaefer made similar to the letter S, 
and is e^nployed to show the place to which the perfomer 
ia to repeat front 

Ex. ^ or thus :S: 

T. What is the meaning of the words Da Capo 1 

P. They mean from the beginning, and are sometimes 
joined with al segruf, which addition signifies that the per- 
former must repeat from where the sign is {daced. :S: 
Ex. D. C. Al Seg. 

T. Whatisadreci? 

P. A small character made similar to a w, and is uspd at 
the end of a stave, on a line or sqpace, to point out the note 
at the beginning of the next. 



Ex. 



* The pause is sometimes introduced at the end, of a song .or 
|Hece with ad. lib. affixed, to show the performer that a cadenza, or 
extempore flourish* may bemadded. 
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T. What is the use of the arch, called the <ye, or bind*l 
P. When drawn from one note to another, on the same 

degree J it means tliat the first note only is to be struck, and 

held down during the time of the second. 



WriUen, 




T. What is a slur! 

P. It is a similar arch to the tyey and is used when the 
notes change their lines and spaces, to show the performer 
that they are to be played as smooth and united asi possible. 



Ex. 






T. What is a dashl 
' P. A small mark placed over or under notes, signifying 
they must be played short and separated. 

Written/ 



Ex. 



w 



^ 



^ 



s 



Effect produced. 






* It is necessary to observe that many authors use the term d/- 
gree for a line or space; ru., a stave contains nine degrees — 
five lines and four spaces. 
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Written, 




T. What is the use of the dot when placed over or under 
notes? 

p. The dot is used to produce an effect betwreen the slur 
and the dash; the fingers are not kept on, as in the slur, 
nor raised as in the dash, but the notes must be short and 
distinct. 

Written. 



Ex. 



I^s 



35: 



Effect produced. 




T. What is the meaning of legato * ? 

P. Legato is used to show the performer that the whole 
or part of a lesson so marked, must be played smooth and 
united. 

T. What is the meaning of staccato ^^1 

P. Staccato is used in opposition to legato, and signifies 
that the whole, or part of a lesson, so marked, must be 
played the same as when the dash is used. 

♦ Sometimes spelt legate^ or legati, 

t Sciolto is a term sometimes used to express a free style^ be- 
tween the legato and Haccato, v 
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SECTION IX. 

Terms, Abbretiatumsy ^c. 

Teacher. What axe syncopated notes *? 

Pupil. Syncopated notes are those which strike against 
the time in one part; while the other continues in good time, 
consequently the notes are played alternately. 




T. What is afyeggibf ? 

P. Two, three, four, or more notes played, successively, 
either in ascending or descending, or in both. 



Ascending, 
Two notes. 



Descending, 
Two notes. 




♦ Syncopation, syncope, or driving^notes, are terms occasionally 
used to express the same meaning. 

t Sometimes spelt harpeggio, signifying in the harp style. When 
the notes are written over each oth^, a curved line is used as an 
abbreviation, to show the performer that the notes must be played 
in succession. 
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Ascending. 
Three notes. 



Descending, 
^Three notes. 






Four noteH. 



Four notes. 




Written, 



When notes are held on, the waved line is used as above "^^ 




Played, 



The following Example is sometimes called sprinkling a chord. 



^^S 
^^- 




33 



m 



^^ 



Obs. When the arpeggio style is to be introduced, vnthout the 
foregoing marks, the composition is generally marked at the beginning 
ioith the Italian term arpeggiato. 

T. Why are lines sometimes used over or under the semi- 
breve, or through the tails of the minim or crotchet? 

P. It is an abbreviation, used in copying music; the 
single line divides the semi breve, mimm. or crotchet, into 

• It sometimes occurs that «n obUque line is drawn through a chord ; 
in that case, it means that an additional note is to he introduced that 
is not mitten in the preceding chord belonging to the- line or space 
through which the line passes. See Appendix. 
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quavers, the double lines into semiquavers, and the three 
lines into demisemiquavers. 



Abbreviated. 




Obs. // the dot is placed <jtfter a notey the division of notes must 
be proportionate to the duroHon of the dotted note. 



Digiti 



zed by Google 



26 



COMPANION TO THE 



T, What is the signification of the word segue* 1 
P. Segue signifies thai the notes, or passage which fol- 
Iow» must be played the same as the preceding are written. 



Abbreviated. 



Ex.i 



i-' Segue. SegaeC 

Played. 




Abbreviated. Segue. 




Obs. The abbreviations in this section may be considered as a 
musical short'hand ; and as they are now frequently introduced in 
MSS. music^ as well as in foreign printed music^ it is highly useful 
that pupils be acquainted with their use in copying music. See Ap- 
pendix. 



^ Segue^ or simile^ are terms used to express the same meaning. 



digitized by VjOOQIC 



MUSICAL ASSISTANT. 



27 



SECTION X. 

Different Touches^ Fingering, ^c. 

Teacher. What is the meaning of the term Tremando^l 

Pupil. It signifies that the chord to which it is aflSxed 

must be divided into two portions, and played with rapidity. 



Ex. Abbreviated. 




T. What is the meaning of Tremolo or Tremolatol 
P. A whimsical touch, expressed by playing the same 
key with different fingers. 



821 21X 881 



SIX ffi X18 




T. What is the meaning of Sdrucdolato ? 

P. A whimsical touch performed on the natural keys 
only, by sliding the nail of the first finger in ascending, 
and the nail of the thumb in descending. 

♦ A chord, so marked, may be performed as divided in Example, 
or otherwise, at the option of the performer^ 

E 2 
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COMPANION TO THB 
X 




T. Whht figures are used to represent ftxe fingers*! 
P. The cross is used for the thumbs, 1 for the first 
fingers, 2 for £he middle fingers, 3 for the third fingers. 



and 4 for the little fingers. 



E7L.< 



i 



Right hand. 



^^P 



Left hand. ^ 






A. 



T. M^at are double notes ? 

P. Notes placed over e^ch other and strack together. 



I f t f I 2 



Ex. 



8. 4 8 S 



^^j^ ^^ 



X X X X X 



* It 18 necessary to observe, that, in foreign musAc, the following 
figures are sometimes met with, which correspond with the figures 
used in England, as in the following Example : 

Left hand. Right hand. 



Ex. 



4321X X123 



Foreign, 
Method. 



/4 8 
\5 4 



3 2 1 X 

2 1 

3 2 



1/ Vl 2 3 4 5/ 
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T. What is the meaning of diatonic*! 

P. Music which proceeds chiefly by tones ; it is generally 
applied to the major and minor scales, to mstinguish them 
from the chromatic scale. 

T. What is the meaning of cAromcrfic? 

P. Music which proceeds chiefly by semitones; it is 
generally applied to the ^ca/e, which consists of semitones 
only. 

Obs. The best masters employ sharps in ascending the chromatic 
scale, and flats in descending : but pupils 'should be occasionally ex- 

erdsed with ascending by flats and descending by sharps, as C Dp, 

DEp, ^c.y as the practice wUl give them a correct knowledge of the 
diatonic and chromatic semitones. . See Appendix. 

N. B. The diatonic semitone always changes to the next degree, as, 



Ex. 



S'-iU JT 



4= &c. 



The ehromatie semitone never i^hanges, but always retains its 
name and degree, as. 



^•i 



PiiTva 



The semitones will be distinguished throughout this work as 
marked above, the capital S for the diatonic, and the small s for the 
chromatic. , 



* For a further explanation of diatonic, see major and minor 
scales. 
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SECTION XI. 



The Teacher will b^ pleased to take notice^ that the Author has sub- 
joined the successive Sections with all due regard to the Pupil's 
progress. In doing thisy he has carefully selected the remaining 
dialogue from the piano- forte edition (with occasional additions)^ 
continued in the form of question and answer^ which^ aided by 
promiscuous examinations^ is recommended with the idea of its 
being most favourable to perspicuity ^ and to the sustaining of the 
attention. 



. Position, Fingering, ^c. 

Teacher. Describe the position for sitting at the piano- 
forte. 

Pupil. The body must be upright, and apt for gentle 
flexure on either side, so that ihe hands may freely reach 
any of the keys. 

T. Inform me the best position for the hands and arms. 

P. The wrists must be in a line with the highest knuckles, 
so that the keys may be struck with the ends of the fingers, 
and the nails not seen. 

T. What IS a fixed posidonl 

P. Five successive notes played with the thumb and 
fomr fingers> 

X12d4S21X 111?^ 



^m ^^^^Tf^ ^ 



Ex.< 




Digiti 



zed by Google 



MUSICAL ASSISTANT. 



31 



T* What is meant by ext&fisionsl 
P. When the fingers are extended to reach notes which 
are not contained in a fixed position. 

X 1 2 

Ex. 



"P 



^ 



T. What is meant by contractions * I 

P. When a series of notes follow in succession beyond 
a fixed position, it is necessary to change by placing the 
thumbs underneath the fingers, or using the fingers over 
the thumbs. 




5 



^ 



±J!z 



^ 



i 



^^i 



4 ■ ■ X 2 X X 

OBS4 The notes marked with the asterisk, is where the contractions 
t>ccur. 

T. Are ihe fingers permitted to cross each other? 

P. No ; it is a general rule never to cross one finger 
over or under another; but if a tied-note occurs, the 
performer is at liberty to change a finger without striking, 
or if two notes are found on the same degree that are not 
tied, the second may be struck with a different finger. 

Ex: 



i 



33: 



-y^^=\ 



Oi 



c/ 



tied. 



^ 



tied. 



* As numerous examples «of extensions "^aid contractions are to be 
met with in the pupil's lessoiis, it wiU be unnecessary to insert 
more in the Section, as the Teacher can best point out all the 
varieties necessary for the Pupil's practice. 
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T. What is the principal rule to be remembered, in 
/egoto playing ? 

P. That every key must be held down until the following 
is struck. 

T. What is the principal rule to be remembered in 
staccato playing ? 

P. That everf key must be played distinct and pointed, 

T. How are tiiie distinctions made in the performance of 
legato and staccato ? ' 

P. lii legato playing, the hand and wrist must be used 
with as little motion as possible, and in the staccato, the 
motion mqst proceed from the wrist only. 

T. If notes are introduced in a lesion for one hajaid to 
cross the other, how are they marked? 

P. With the letters R or L ; R signifies that the right 
hand must be used over the left, and L signifies that the 
left hand must be used over the rig^t 

. Obs. Although the Author has used his best endeavours to give 
none but certain rules; founded upon the best authorities^ neverthe^ 
less^ it may be necessary thai the Teacher should occasionally exercise 
the Pupils in the fingering of their own lessons. 

As the Pupil's proficiency in fingering depends in a particular 
manner on the first position and formation of the hands, too much 
attention cannot be bestowed on their practice of the fixed positions 
and scales^ as given in the piaHo-forte edition ; in the performance 
of which, should they contract li had fingering, it wSl be {bund more 
difficult to divest them of it, than it was at first to te^ them in 
dfsposing of the ^n^er^ in a natural and apt manner. 

. As accent, emphasis, knd a neat execution, depend much on a 
just use of the fingers, without the aid of the am, the Author is 
induced to insert the following simple method, which Ke has prac- 
tised with much success : a trial will lM>nvince the Teacher, that it is 
preferable to any machinery hitherto invented, as it leaves the fingers 
perfectly free either in^ed positions, contractions, or extensions. 

Method. The Teacher should be provided wkh several counters, 
half pence, or other pieces of money, as may be convenient. In Uie 
first place, the Pupil's hands should be placed in a fixed position. 
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which done, the Teacher must place a counter or piece of money on 
the hack of each hand, immediately behind the middle knuckles, 
great care being taken that the fingers do not recline ta each other, 
and that they corer their corresponding keys before and after they 
are struck. If in performance the hands fall into a bad position, the 
counters will slip off ; in that case the Teacher should have otherd 
in readiness. When the Pupil can perform the fixed positions with 
the counters, they should proceed with the scales and lessons, as 
the Teacher may directs 

N. B.-^The Teacher need not despair by the counters slipping 
off at first, as the Author can assert he has witnessed many of the 
Studios of Cramer performed by the method recommended. 

The following Exercises are added for occasional practice by the 
above method. 



Exercise I. 



Pfght h^d^ 

X 




Exercise II. 



Left band. 




The above Exercises may be practised with both hands together 
and the key occasionally changed. 
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SECTION XII. 

Of Counting TmCy Accent, Emphasis, ^c. 

Teacher. What is the use of counting* ? 

PvFiL. Counting enables the performer to divide every 
measure of a lesson into equal portions, as directed by the 
figures or mark of time placed at the beginning. 

T. To play in correct time, what rule is necessary to be 
remembered f? 

P. That the counting be equal, and in exact duration 
throughout tiie entire performance of a lesson. 

T. As it sometimes occurs that a piece of music begins 
with only part of a measure, what is the best guide in 
that case for commencing the counting ? 

P. If a lesson begins with only part of a measure the 
deficiency will be found at the following double bar ; con- 
sequently, ihe two parts together must complete a measure, 
equal in duration with the others. 

^,»Various inventions have lately been introduced for the assistance 
of young performeris in cminting and keeping time, among the prin- 
cipal are the Chronometer by' Smart, the Metronome hy Maelzel, 
the Time'keeper by ChanceUor, and the Pendulum as recommended 
by Dr. Crotch. ^ 

t Beginners should not be permitted to count with their lesspns 
alone, until they hare gained a perfect knowledge of the names and 
comparative dmration of the notes, for ftey more frequently count to 
their playing (which is rarely in tiloe) than play to their counting, 
which ought to be in strict time. The difficulty of remedying this 
defect is th^ greater, as the cure of one of these mistidies has a 
tendency to promote the other, except pupils have the aid of ^e 
teacher's counting (or beating), or the regular beating of a a'me- 
keeper. , 
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T. Is it a general rule to commence courtimg witii om^ 
when the lesson begins with a perfect measure ? 

P. Yes : ont \» always counted at the beginning of a 
measure throughout a lesson, either in common or triple 
time. 

T. Which are the accented 'parts of the measure in com- 
mon and half common timel 

P. The accented parts of the measure in common Ume^ 
are the first aiid /third countings by crotchets, and in half 
common time the first and third quavers. 



Is 34 


ls34l S 3 4 

|t l^f~»| LAA i.l-1 I-lF. 



18 34 1234 1 9 3 4 




T. Where is the accent placed in fnjpfe finte ? 

P. The principal accent in triple time is on the first note 
of each measure. 

T. What is emphasis 1 

P. Emphfisis is a term signifying that a particular stress 
or force must be made on the note or notes that are so 
marked, which generally occurs on the unaccented part 
of a measure. 

T. What are the principal terms used for emphasis* 1 

P. They are principally contractions from the follow- 
ing terms : sfortzato^ sfortzando, rinforzando^ or a small 
angle ]^;::>-. 

* Where the contractions are not given in the dialogue, they will 
be found by referring to th^ Dictionary at the end. 

F.2 
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T. What are the principal terms used when a lesson, 
or part, is to be played soft^ and with a delicate touch ? 

P. They are pianissimo, very soft; piano, soft; and 
dolce, in a soft and singing styl^. 

T. What are the terms used to signify a gradual increase 
of sound by the touch from soft to loud? 

P. Crescendo, or its contractions, also the ang/c, when 
the lines extend to the right, 



Ex. 



crescendo. 



T. What are the terms used, when a lesson or part is 
to be played loudl 

P, They are fortissimo, very loud ; forte, loud ; or their 
contractions. 

T. When it is wished to decrease from loud to soft in 
the touch, what are the terms used ? 

P. Decrescendo, diminuendo, smorzando, or their con- 
tractions: also the angle when the lines extend to the 
left, 



Ex. 



T. If a passage is to be gradually increased in loudness, 
and then diminished in sound, what are the terms used ? 

P. Crescendo and decrescendo, or the union, of the two 
angles. 
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T. Are there any other terms U3ed to express a distinc- 
tion between piano and forte ? 

P. Yes : mezzO'pumo^Hofter than piano, and mezzo-forte, 
not so loud as forte. 

T, What are the principal terms used, to signify that jthe 
tine of a lesson is to be gradually decreased for the purpose 
of expression? 

P, The most usual terms are calando, rallerUa7ido, ritar- 
dando, slentando, or their contractions. 

T. What are the principal terms used to signify that the 
time of a lesson is to be gradually increased in quickness ? 

P. The most usual are accellerando, piu anina, piu 
allegro, piu brillante, and piu vimce. 

T, If the composer wishes the first time to be resumed, 
after any of the foregoing terms have been used, how does 
he express it? 

P. By marking, a tempo, tempo, or tempo primo. . 

Obs. — The terms enumerated for accent, emphasis, S^c. are the 
most common ; bvi there are many others which cannot be marked 
dr described accurately vnthout the assistance of an experienced 
master, as they greatly depend on the rhythm and character of the 
music to be performed. 



SECTION XIII. 

Of the Scales. 



Teacher. What is a scale ? 

PuFiL. A reguhir series of sounds from any note to its 
octave, which may be extended to an indefinite lei^;th 
either in ascending ^r in descending. 
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T. Which are the principal scales ? 

P. The diaXonk and chromaiic. . 

T. What difference is there betwixt the diatqnic and 
chromatic scales ? 

V^ The diatonic scale proceeds chiefly by tones, and the 
chromatic scale by semitones only. 

T. How many diatonic scales are there? 

P. Twenfy'four: twelve of which are major and twelve 
minor. 

T. Explain the terms mqjor and minor, as applied to the 
scales: 

P. Mtyor is applied to every scale, where the third in 
ascending from the primitive note contains two tones ; and 
minor, when the third contains a tone and diatonic semi- 
tone. 

T. Why is the term relative applied to the scales. 

P. Because the signatures correi^ond. 

T. Explain what you-comprehend by the term signature. 

P. The sharps or flats marked at the beginning. 

T. Is the term signature apphed to the scales of C major 
and its relative A minor 1 

P. Yes: the term signature is applied to all the diatonic 
scales; but C major and A minor, having no sharps or 
flats, they are. called scales with a natural signature. 

T. How are the mtgor scales formed, when they augment 
by sharps * ? x 

P. By taking the fifth note (of the scale of C, which is G) 
for the primitive note, it will produce the scale of G with 



* * It will be necessary to show pupUs that the sharps are ^ £:ve 

notes distant from each other, their order may be formed by the 

5 



lu 2 8 4 5m —Q 1 jj - a ^ ^ 

foUowmg Example, Ffl;, g, a, b, C^. ^^^^— ^^ 
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one shafp, and by taking the fifth note of the scale of G 
for the primitive note, it will produce the scale of D with 
two sharps. , - 

Obs. — The other scales with sharps are produced by ihe same 
progression. 




T, How are the major scales formed that augment by 
flats* t 

P. By taking the fifth note of the descending scale of 
C for the jprimitive note, it win produce the scale of F 
with one flat, and by taking the fifth note of P in descend^ 
ing it will produce the scale of B b with two flats. 

Obs. — The other scales^ augmenting with Jlats, are produced by 
the same progression. 




T. How are the ndnor scales formed, augmenting by 



P. By taking the fifth note of the scale of A minor in 
ascending for the primitive note, it will produce the scde 



• The Jhtt angment by fifths in descending, as Euunjde, b\^ 



9 3 
». ft 



;, th- 




k 
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of E with one sharp ; and by taking the fifth note of the 
scale, of E, it will produce the scale of B with two sharps. 

Obs,— The other scales are produced by the same progtession. 




T. How are the minor scales formed, augmenting by 
flats? 

P. By taking the fifth note of the scale of A minor in 
descending for tjie primitive note, it will produce the scale 
of D minor with, one flat, and taking the fifth note of the 
scale of D in descending, it will produce the scale of G 
with two flats. 

Obs, — The other scales are produced by the same progression. 




T. How many tones and semitones are there in a nugor 
scale 1 

P. Every major scale contains five tones and two semi- 
tones in every octave. 

T. What is there worthy of particular notice tn tiie 
formation of the major and mmor scales ? 

P. In the major scales the semitones must be formed 
between the third ^vA fourth notes, and between the seventh 
and eighth notes ascending, and in the same places de- 
scending ; and in the minor scale between tiie second and 
third notes, and the seventh and dghth notes ascending. 
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ind in descending between the sixth and ji/lA notes and the 
tkkrd and second notes. 

T. How iis the chromatic scale fcmned? 

P. The chromatic scale ascends and descends with semi« 
tones only. 

Example I^ 
^he principal way. 

Ascending by sharps. Descending by flats^ 




Example IL 
Ascending by flats. Descending by sharps. 




SECTION XIV. 

Of the Mqjor and Minor Keys. 

IPeachbr. What do you compri^end by the term key or 
key-note. 

Pupit. The principal or fundamental note of any piece 
of music. 

T. How many keys are there ? 

P. Twelve myor and twelve minor. 

T. What rule is necessary to prove whether a piece of 
music is in the rnqjor or nmor key ? 

P. By taking the last or lowest note with whioh it ter« 
minates in the bass^ and reckoning to the third above ; if it 

* The best masters prefer ascending by sharps and descending 
by flats, as Ex. I, 
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jeontains two ton^s it is major, but if oaly a tone and 
semitone it is a minor. 

T^ Describe the key by the above rule, taking each not6 
ji^parately in the octave of C major, without the aid of 
isbarps or fiats. 

P. From C to E two tones, mcQor; from D to F a ton^ 
and semitone, minor; from E to G, minor; from F to A, 
m(gor; from G to B, m^yor; from A to C, minor; from B 
to D, minor. • ' 

T. If the third is not used at thd termination, how is 
the key-note ascertained? 

P. By observing the signature, which, in modem music^ 
willtilways decide the third to bd major or minor. 

T. Why is the term relative applied to the keyst 

P. Because there are the same number of sharps and flats, 
used for the signature in the minor keys as in the major. 

T. What is the rule for finding the relative major or 
minor? 

P. If the key is major, the relative minor is a lesser third 
below the key-note ; and if the key is minor, the relative 
majoY will be a lesser third above* . 

T» Enumerate the mcyor keys augmenting by sbarps, 
beginning with C. 

P. The order of majjor keys bjr i^arps are C, G, D, 
A, E, B, Fj, andCj. 

T. Enumerate their relative minors. 

P. They are. A, E, B, F#, CJ), G#, Djj, and Ajf. 

T. Enumerate the m^yor keys augmenting by fiats. 

P. They are, F, Bb, E[?, Ah, Db, Gb, andCb. 

T. Repeat their relative minors. 

P. They are, D, G, C, F, Bb, Eb. and Ab. 

^ Lessef third and minor third are synonymoHS terms. 
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T. As you hkve enumerated more than twenty "four 
major and minor keys, what is there worthy of particular 
notice as th^ keys augment in s^mlure ? 

P4 Any key whose signature is more than m sharps or 
six fiats, may be changed into another sigriature with a 
less number by altering the name^of the key-note. 

T, Describe how the change of C sharp major with 
seven sharps is effecfed*? 

P. By substituting D flat, with five flats, it will produce 
exactly the same keys on a keyed instrument^. 

T. Describe how the change of C fiat major y with seven 
flats is effected ? 

P. By taking B with five sharps, the keys will exactly 
correspond* 



SECTION XV, 

Of Intervals, 

Teacher. What is an intervall 

Pupil. An interval is the distance of one note, or sound, 
from another, both extreme notes being included : they 
are always counted upwiirds, unless expressly specified to 
the contrary. 

T. What are the names given to the diatonic intervals 

of an octave J? 

^- - ' - - 

♦ This change in harmony is called Enharmomc, or Enharmanie 
transition^ as the interval consists of a quarter tone, or enharmonic 
semitone^ sometimes called Diesis. . 

t Keyed instrument, the piano-forte or organ. 

t Dr. Crotch, in his excellent work on Thorough Bass, has sub* 
atitnted the Italian names for the notes : as Ex., 

G, D, E, F, G, A, B, C. 

Do, Re, Mi, Fa, Sol, La, Si, Do. 

2 



( 
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P. They are key-note' or umson, second, third, fourth, 
j^h, mtk, seventh, and eighth. 

T. Do they always retain the names you have enume^ 
rated? 

P. No : technical terms are sometimes substituted, which 
are called tonic, supertonie,mediant, sub-dominant, dominant, 
sub-mediant, sub-semitone, and octavp. 

T. How Bie mtenxUs distinguishedl 

P« Jntenrals are distinguished as nugor and minor, sharp 
and flat, perfect and imperfect, superfluous and diminished. 

T, Which are the intervals, to which those terms are 
generally applied ? 

P. Mqjar and minor are mosfly applied to the second, 
third, sixth, seventh, and their octaves ; perfect and trnpcr-' 
fed to the unison, fourth, fifth, eighth, and their octaves. 

T. Suppose an interval to exceed tbe major or perfect 
state, what is the termr use^ ? 

P. It is then called sharp, extreme sharp, or superfluous. 

T. If an interval is less than perfect or minor, what is 
it called? 

P. It is then called flat, extreme flat, imperfect, or dimi- 
nished. 

T. In what way are intervals generally expressed* . 

P. They are mostly represented by figures, marked 
above or below the not^s in the bass. 

T. Inform me what figures are commonly used? 

P. They are 2, 3, 4, 5, 6, 7, 8, and 9. 

T. What 2LTe simple intervals! 

P. The intervals contained within an octave. 

T. What are replicate intervals ? 

* In thorough bass, the sharp^ Jlat, and natural^ are used when 
the note that is represented by the figure is to be so played, which, 
together with tbe figures, are comprehended under the general term 

Signatures. 
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P. The octaves to the simple intervals, as the 7imth, 
tenth, 4rc. 

T. What are mteroals in melody! 

P. When ihe notes are used in single progression. 

T, What are mtercals in harmony ? 

P. Two or more notes heard at the same time? 

T, What are compomid intervals ? 

P. When the intervals exceed their simple state, by tak*> 
ing their octaves^ above or below. 

T. By what means are intervals inverted I 

P. By changing their position, in placing the lower in- 
terval above, or the upper interval below. 

T. What will the diatonic intervals of an octave become 
hy inversion*! . » 

P. A second, inverted, becomes a seventh, 

A third - a sixth. 

A fourth a fifth. 

A fifth - afourth, 

A sixth --a third. 

A seventh - -..^-.--a second, , 

T« Do minor intervals remain so when inverted? 

P. No: minor intervals inverted become major, and 
n^ajor intervals inverted become minor. 

Tf Whp-t are chromatic intervals! 

P« Intervals which proceed in a chromatic progression. 

T, VHi^tBie enharmonic intervals! 

P. Intervals that are expressed by different letters or 
degrees, but which are played by the same key of the 
piano-forte. 

T. Inform me which are the most usual notes which 
iorm enharmonic intervals! 

P. From Cjt to DK from D (( to Eb, from G)( to AK 
and from Aj| to BK 

♦ The ninth is never inverted. 
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SECTION XVI. 

Of Transpoatkn. 

T. What is transposition! 

P. Changing a piece of music from one major key to 
another, or from one minor key to another higher or lower 
in pitch. 

T. What is the general use of transposition! 

P. A knowledge of transposition renders the performer 
capable of accommodating a voice or instrument, by plajring 
a piece of music in a different key, 

T, What is the principal rule to be observed in transpos-^ 
ing any piece of musia? 

P. The intervals throu^outmustbe in exact proportion 
to the key-notes of the primitive key and the transposed 
key. 

T. Which are the keys usually required in transposition! 

V, The most usual keys are those nearest to the primitive 
key, hi^er or lower. 

T. Suppose you were required to transpose a piece of 
music from the key of C major amending diatonically, 
what would be the names of the new keys and flieir sig- 
*natures ? 

P. D, with two sharps ; E, with four sharps ; P, with 
one flat ; G, with one sharp ; A, with thre^ sharps ; and 
B, with five sharps, 

T. As the notes, in descending fromC, in dtatonk pro* 
gr§ssion, will pro^ce the same keys and signatures you 
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have before enumerated, inform me what are the mUrrm- 
dttite Arey^ with their signatures^. 

P. C sharp^ with seven sharps, or Hfiai^ with five flats ; 
D sharp t with nine i^arps, or E flat^ with three flats ; 
F %harp, with six sharps, or GfiaU with six flats ; G sharp^ 
With eight sharps, or Kfic(,t, with four flats ; A aharp^ with 
ten diarps, or "RfiaU with two flats. 

T, Suppose you were required to transpose a piece of 
music from the key of A minora ascending diatonically^ 
what keys and signatures would be produced ? 

P. B, with two sbarps ; C, with three fiats ; D, with 
one flat ; E, with one i^arp ; F sharp, with three shaiips \ 
and G sMrp^ with five sharps. 

* the following Example will show pupils why the keys, with a^ 
smaller signature, are preferred in the intermediate keys by authors 
In modulation. 

Intemiediate Major Keys enhamionically compared. 



lb 



qt 



Db 



i. 



D|>-^Eb 



Xji •■ — 0-" o— — « 



w 




k 



n 



Gb 



I 



Gl-— ~^Ab 



a^i^ia^^^ 



AJf^-^Bb 



P 



^m 



I 



351 



■^ 



N. B. — The notes marked with the asterisk are the keys and sig^ 
natures generally preferred by composers. 
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' T. As the notes in descending diflTer in tiie mnar kej/ 
from ascending, inform me what keys and signatures would 
be produced by transposing iawer ? 

P. G, with two flats ; F, with four flats ; E, with one 
sharp ; D, with one flat ; C, with three flats ; and B, with 
two sharps* 

T. What are the nan\es of the intermedicae keys, which 
you have not enumerated, belonging to the mnor keys*l 

P. A sharp, with seven i^arps, or B flat, with Ave flats \ 
C sharp, with four sharps, or D flat, with eight flats; 
J) sharp, with six sharps, or Efat, with six flats ; F sharp, 
with three sharps, or G flat, with nine flats ;r G sharp, with 
five sharps, or Aflat, with seven flats. ' 

Obs. — ^Although the enharmonic change may be produced by 
a lesser sign^ture^ it is necessary to observe that the intervals in 
Transposition are always different, viz.^ from C to C sharps is a 
superfluous unison ; but from C to D flaty is a minor second: from 
C to D sharp, a sharp second ; but from C to Bflat^ a minor third : 
from C to F sharp^ a sharp fourth ; but from C to G flat, a flat 
fifth, &c. «tc. 



^ Intermediate Minor Keys enharmonically compared. 




g ^^ j i^ j i^^ ^p teaifr^ if 




N. B. — The notes marked with the asterisk are the keys and sig-* 
natures generally preferred by composers. 
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SECTION XVII. 

Of various useful Terms. 

Teacher. Which notes of the diatomc scale have the 
appeUation of characteristics 1 

P. The leading note^ which is a diatonic semitone lower 
than the octave, and the subdommant or fourth. 

T. Which notes of the diatomc scale have the appellation 
of governing notes ? 

P. The tonic or key-note, and dominant or fifth. 

T. Which notes of the diatomc scale have the appellation 
of attendant keys ? 

P. The subdominant and dominant. 

T, Whiitis melody? 

P. A succession of single sounds, arranged in proper 
progression. 

T. Wh^t is harmony? 

P. The onion of two or more sounds. 

T. What is the signification of the term made ? 

P. Mode is an ancient term, for which key is mostly sub- 
stituted? 

T, What is a cAord? 

P. A proper unioti of sounds, struck together, or in 
arpeggio. 

T. What is a common chord? 

P. The union of the third, fifth, and eighth, to any 
given note, 

T. What is a triad 1 

P. A technical term sometimes substituted for common 
chord. 

H 
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T. What is a concord ? 

P. The union of sounds that are satisfactory and agree* , 
able to the ear. 
. -T. )VhatisadMcord? 

P. A discord is so named in opposition to <:oncord, as it 
contains some discordapt or inhannonious sound. 

T. What is the meaning of mum in score ? 

P. Music in score signifies tliat the vocal and instrumen- 
taJb parts are so combined, that the performer may see at 
one view the whole, construction .and design of tiiie har- 
mony. 

T. What is modulation 7 

P. Modulation is ttie art of changing the key of any 
piece of music. 

T. What is the difference betwixt transpositiofi and mo- 
dulationi 

P. In transposition the key can only be changed in 
pitch, always retaining the original melody ; but in modu- 
lation the performer is at liberty to diange the key, major 
or minor, agreeable to the rules of harmony. 

T. What is understood by the term transition 1 

P. Transition is applied when the key is changed a 
chromatic semitone, as from C to C sharp, is called ^ 
chromatic transition; and from C sharp to D fat, is called 
an enharmonic transition or diesis. 

T. What is compo^t^n ? 

P. Campos&ion is that part of music which teaches how 
to make use of the concords and discords, according to the 
established rules of modulation and harmony. 
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CONTAINING EXERCISES TO BE FILLED UP BY THE PUPIL 
AS SOON AS THE DIALOGUE OP THE CORRESPONDING 
SECTIONS HAVE BEEN COMMITTED TO MEMORY. 



SECTION I. 

T. Write the names to the following characters, on a 
music slate*. 



-The S»***- 



T, Niame the lines and mark them. 

P. - 



T. Name the spaces and mark them, 

P. ' = 



* The teacher is recommended to draw the Unes on any common 
slate, if the pupil is not proTided with a proper ruled slate. 
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T. Make the four added lines above, preserving the 
same distance that is observed in the stave. 



T. Make the four added lines below. 
T. Write the names to the following characters, and 
explain tiieir use. 



i 



iB?— "^ ^ 



SECTION II. 

T. Writte the letters that are used for the naming of 
the notes. 

P. Letters are, 

T. Make several treble clefs, and place a dot on each 
side of tiie clef line. 



P 
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T. Make several bass clefs, and place a dot on each 
side pf the clef line. 



^ 



Obs.. — The C clef may be easily explained in the same manner* 
where the teacher shall think the pupil old enough fo comprehend 
its use. 

If the pupil is unacquainted with the comparative durations of 
the different notes^ it will be better only to use the notes vnthoui 
tailsy until they have 'a perfect knowledge of the fourth Section. 

T. Place the names to the foUowing exercises, marking 
the clef notes with capital letters. 



Kit.L-7 r~ ' m ^ m ^ ^ ' 



Ex. 



Notes in alt. .-, m -^ 

^ -0- — -JL_z:^j 



Ex.111 






Obs. — When the pupil is acquainted with every note in the above 
Examples^ then the notes maybe written with the bass clef instead! of 
the treble clef 
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T, Write the names to tile following notes, and put 
them into the bass clef. 



I 



T. Write the following notes in the treble clef. • 



-#-1 — 



m 



T. Write the names to the following notes. 




This Example will be found 
very useful in shomng the 
pupil the exact situation 
of the differ^t octaves as 
represented by notes. 



The follmmng Example is introduced to show the pupil how to 
avoid added lines. 



avoided 



avoided 



P 



Addediines 



^^=^ 



avoided 



^ 



1 J .A- ^ • 



The sam£ Example may be put in the treble clef 

Obs. — Besides these examples^ it will be necessary that the pupils 
be occasionally exercised with the C clef on its various lines from 
the preceding exercises. 
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SECTION III. 



the annexed plate is an exact reftte^entation of the keys belong 
ing to the octave of (7, which will readily aasist ihe pupil in finding 
any note included in the octave^ whether natural^ sharp^ or fiat ; 
arid with a little attention it will, be a sufficient guide for any nbte^ 
whether in. the bass or treble^ as the whole range of keys will be 
found divided exactly/ as represented, by the pldte^ in groups of two 
and three black keys alUmeUely^ and are repeated in the same order 
thr^oughout the key •board, (See the representation of the kejr -board, 
a^ given in page 3 of the piano-forte edition.) 



The pupils must remember thai, the shhrpSy Hats^ or naturals^ 
are always marked before the notes on the san^ lines or ^spaces^ 
but in writing their corresponding letters they are always placed 
after. 

' T. Write the order of sharps, with their corresponding 
notes, and place their names to (hem. 



^ r siarp. 



;6arp. 

T. Write the order of flats, with their corresponding 
notes, and place their names to them. 



■^ 



Ex. 

B flat. 
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T, Write the double sharps by their order*. 

I — ' ^ 



i 



Ex. 



?s 



^ F double sharp. 

T. Write the notes which produce th^ same keys of 
the piano-forte as the double sharps. 



Ek. 



P 



G 



fex 



1* . Write the double flats by their order. 



^ B double flat. 



T. Write tfa6 notes vhi^ produce the same keys as 
the double flatSi 



Esc. 






* The double sharp is recommended to be made thus ^y as the 
other character is used for various purposes ; as the x for the thumb 
in fingering, ^r/ 
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T. Write the names to the following notes ; 

-' =1 r^ : ; \ 

T. Write the names to the following notes; 

^^ U IS r ^.^ 

T. How many demisemiquayers ar^ there to a k» to a u 
to a p , to a ^ , to a o? 

T. Hpw many semiquavers are th^rg to a f , to » f, 
to a ^ , to a e> ? 
■ T. How many quavers are thierp to a p, to a ^ , to ao ? 

T. How many crotchets are there to a ^, to a <p? 

T. How many minims are there to a o ? 

T. Make crotchets of the following notes, and draw the 
tj»^ls up or dow)9^ as you were informed in Ihe )Sectjon^ 

SAMPLE, 



- r- 






i 


■ 


^ 






/•' 










-•• - ■ \ 


" ' 
















J*'' 










^ 


fl - - 






' 


A 


Ji 










.. 










' 




'1 


p _^ 





I 2 
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T. Make the following notes into groups of quavers, 
containing four in each group. 



. . EXAMPLE, 



r*^-» 



»■"* _*^» ' 



■ "• '», 



-*=^ 



, -> ^ ^ m - — 

T. Write the above Example into semiquavers, and 
demisemiquavers, in groups of four eacl). 

Note. — The teacher may, from the preceding examples^ form for 
the pupils an indefinite number^ according to the progress they have 
already made. 



SECTION V. 



T. Divide the following Example of simple common^ or 
equaUme, into equal measures. 



EXAMPLE. 



^^u nrj nr ww^^fFW f 



T. Divide the following Example of half 'common, or 
equal tme, into equal measures. 



EXAMPLE. 
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T. Divide the following Example of simple triple, or 
unequal time, into equal measures. 



EXAMPLE. 






li ' l I'U 1 = 444-444: 34=4: 



^ 



T. Divide the following Examples of simple triple, or 
unequal time, into equal measures. 



EXAMPLE r. 



^ r m ' ' 1 r rf "-Swrnu i ! r 



rt 



EXAMPLE II. 




T. Explain the follqwing^^^fwr^ which are used for 
cam^pwnd conmum time. 

6 6 12 



Ex. 



4, 8, 8 . 



T. Write Examples in each, 

T. Explain the following figures which are used for 
compound triple time. 

^^- 4, 8. 
T. Write Examples in each. 

Note. — The following figures^are introduced for the purpose of 
shewing the pupil that other figures will produce some of the same 
times already enumerated. 



2 e 
2, ^ 


4 2 

8, 4. 


8 C 

8, V 


8 2 
16, 4. 


9 3 

16, 8. 


18 6 
16,8. 
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SECTION VI. 



The pupil must remember that dots of time are always placed 
after the notes, 

T. Divide tlie following Ej^ercises into equal measures^ 

l^XERCISE I. 




g ff^rr ^ T^- 



^m 



M 



EXERCISE II. 




^^^ 



EXERCISE ni. 



3^ 



j^ru rr- ^"P?^ "^^ 



ms 



EXERCISE IV. 




EXERCISE V, 




Other Exercises mxiy he selected from the the 1 5th and 2Sth lessons 
of the piano'forte edition^ by writing them without bq>rSy an4 after* 
fvards dividing the lessons into equal measures. 



Digiti 



zed byGoOgle 



APPEKDlJf. 63 

T, Divide the following Exercises into equal measures*. 

EXERCISE I. 



•M-P^^i^ 



f-nr^^ 



f'."i-"i-i^ 



EXERCiaE II. 




The ilih and 2Ath lessOns of the ptano^forte edition are calcu^ 
lated far the pupil to select other useful exercises on the dots of time 
and rests. 

Note. — It is not unusual in old music to find the treble and 
bass of the same composition^ marked with the ^mple common or 
triple time in one part^ ahd the compound in the other ; when the 
latter generally moves by triplets^ as in the following Examples, 



i 



Simple^eommon* 



Simple-triple, 



g 



S 



jut 



m 



Compound'common, 



&c. &c. 

Compour^d'triple. 




Lesson Sth in the piano- forte edition is in simple-triple in the 
treble^ and compound-triple in the bass. 



* When pupils are tliorouglity acquainted with the exercises 
given in this section, the teacher ma^ direct them to copy from the 
lessons that thejr may be practising. 
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SECTION VII. 



Note. — // authors were to write the appoggitttura with a note 
representing ^the exact duration of time they intend it to borrow 
from the following^ ordinary note^ it would divest this grace of the 
'difficulty so generally experienced by young performers in its ap^ 
plication. 



T. Write the follawing Examples of appoggiaturas into 
notes of equal duration. 

Ascending, 



i 



Ex. 



:^xt 



i 






__^ 



i 



Descending. 



jo d. 



Ex. 






IK 



or 



T. Write the following Examples into notes of equal 
duration. 

Ascending. 



i=t 



]Bx. 






p 



Descending, 



Ex. 



^•1 ^ < , 'I'f'W^ 



^ 



f jo !' jpi 



r^s preceding Examples may be written in all the keys^ and 
on notes of different duration^ as may be directed by the Teacher. 
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/n aUegro, and ether quick vmemenU^ the 4ppoggiatura u 

generally flayed vjith spirit^ as in the following Example^ 



Written. 



Placed. 




In slow gfraceful movements it is sometimes performed as in the 
following Example. 



Written. 



Played. 



^ ^^M - -^ H r 1 ^ jj^^M 



T. Write the turned or continued shake to each of the 
notes in the following Exercise, prepared and unprepared » 

prepared. Unprepared, Terminationp 




The preceding Exercise may 6^ given the pupil in all the keys, 

T. Write the passing shake to the notes in the following 
Exercise*. ^ 



Ex. 



P 



^ 



^^^^ 



'^ 




V»^ >W 



Written, ir 



Example of the Double Shake. 
Played, 







*The passing or transient shake is. seldom uSicd but in descending 
paiisages! 
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T. Write turns on eactr of the notes in the following 
Exercise, 



l^XERCISB I. 



i 



-^■%- 



sn:^ 



T' J. ^ '^ '^- 



Qi 0| 



-^ 



The turns that have the small line dravm through them^ require 
the aid of a semitone between the two bottom notes j as Example, 



Ex, 



P 



j]^^ j^j 



T. Write turns on the dotted part of the ncrtea in tfie 
following Exercises. \ 



EXERCISE II. 



i 



p .j.T,^-J-j: :j^ 



5^i=F 



*n 



EXERCISE m. 
Example of Double Notes. 




'-Mi. p. f' I m 



Note. — For the foregoing Exercises^ the following is introduced 
as an Examjie. 

.Ex. II. Ex. III. 



i 



Wi 



-^— T: 






Single, '^ 



Double notes. 
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T. Write inverted turns on each of the following notes. 

EXERCISE IV. 

f f f f f f f f 



J 



^ 



33: 



^^ 



33i=za 



33!=Z^ 



-e»- 



T. Write inverted turns, as given in the former exercises 
of turns? 

It sometimes occurs that both a sharp and jiat is required as 
Example. U ' 




A strict observance of the above Examples wiU enable the pupil 
ta introduce turns in all the other keys. 

The beat is very sparingly used in m&defn musicy the exercises 
given for the passing shake may he written for the beat. 

T* Write the graces into notes from the following ex- 
ercise. 

EXERCISE^ 



j^jjJir'-cr i jJJj^^ 



rt 



■^^=^-H^ 


^ 


1 — h 




^ 


h- 




Ji'^ u 


-^-i 


— \- 


--r-'-~ 


-J-J 


—J- 


^^\ 


llU-A 1 






L-l €. 1 









Note. — A useful lesson for the practiceH)f turns may be seen in 
the piano'forte edition^ page 27. 



K 2 
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SECTION VIII. 



T« Write the names to the foUowing charaeters, and 
explain flieir Use. 

'^ S. D.C. ^ >^— *s 



t • t f 



T. Write the notes represented by the following d^ects. 



$ 



-.-^ML. 



SBCTION IX. 



T. Write the following chords as played in arpeggio 
Ex. 1. 



^ 



m 



B 



^S 



Ex. 



5^: 3 8 



m 






==»: 
ta , 



♦ When an oblique line passes through a degree, it signifies 
that the note is to be stnicl^, m must not be held dona at in the 
)>receding chord. 
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T. Write the following abbreviations into notes. 

EX£]^ISS I. 



«!?; ':i;:^ i T^T^r^ 



-^ 



3?^ 



-^ 



*^ 



JSSZ 



Segue. 



EXERCISE II. 




EXERCISE HI. 



^^ Segue. 




Segue, 



When the arpeggio of chords are marked ad /tfrt^um, they may be 
performed as Example. 



EXAMPLE. 



Arp^ ad lib. 




NovB. — The pupil may, with very little trouble^ put the preceding^ 
exercises inio the most usual major and minor keySy as the teacher 
may direct. 
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SECTION X. 



T. Divide the following chords into semiqnaTers. 

Tremando. 
Ex. 



^^ 



:xs 



:^ 



335: 



T. Write the j^re^ used for fingering. 

Note. — To give pupils a clear idea of diatonic progressions^ 
they should be exercised in writing tetrachords, the practice of which 
will be of material assistance in the formation of the diatonic scales. 

Any octave^ or series of eight successive notes^ may be divided intb 
two equal parts^ (each part) containing two tones* and a diatonic 
semitone^ which are caUed fourths or tetrachords. 

N.B. — When the octave is divided into fourths it is- called 
disjunct, but if taken successively it is called conjunct, as Example. 



Ex.1. 



i 



Totteof 
tUm. 



^^ 



: to,sOi- = 



W 



Htone.C»T-^ 



TFSH 



-*^>- 



Ex.li. 



i 



Lower Tetrachord. 



' Tone of 7 

VXr/ Upper Tetrachord, 



^3^^ 



-T-^-t-ewfCg 



-\=^ 



* The pupil must remember that a tone, as here used, is the 
distance from one note to another, where one key of the piano* 
forte is left between, and a semitone j whether diatonic or chromatic^ 
is always formed by adjoining keys. " ' 
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T. Write tetrachards, as Example II., on 6, D, A, E, B, 
and F sharps fonning the semitones in the same places as 
given in the example, making the notes minims which fonn 
the semitones^. . 

T. Write tetrachards on P, Bb, Eb, Ab, Db, GK Ck 
forming the semitones in the same places as in the pre- 
ceding exercises, marking the minims as before. 

T. Write the chromatic octave ascending by flats and 
descending by sharps, beginning with C. 

T. Distinguish the dkUonic semitones by making a capital 
S, and the chromatic semitones by a small s. 



SECTION XL 



Common passages^ containing ExtensicMis and Contractions for 
pupils to finger^ to he given in aU the keys as the teacher may dirM. 



EXERCISE I. 



Arpeggios qf two Notes^ 




EXERCISE II« 



rrnsT^l^ 




* It is recommended to make pupils place the sharps and flats^ 
as they occur in the formation of the tetrachords^ instead of placing, 
them at the clef, as it will show them the necessity, of their introducr- 
tion in all the scales except. C major. 
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EXfiRCISE til. 




^mn:^^ 



s ^iTn,rnr^ 



EXERCISE IT. 



i 



i^ 



a^PS3t 




^^ 






EXERCISE V. 



^ 



!33j:i^ 



iU 



ti* 



I JJ]^ 



#^ # 



i7^ 



^'=i^ 



^ 



I 



yj*" 



EXERCISE VI. 




Wni^ti 



■m ^m 



X 'iJJ'i 3^ 



jjjj-ijj^=^ ^;^ 
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EXERCISE Vir. 



73 



P 



ns:m-mm^^ 



l^w^gg^ 



EXERCISE VIII. 



i 



ffj5 ^jT;ji3 ^ 







g^^ 



W 




5^=^ 



EXERCISE IX. 



^TTfTtff d; d7I^ 



ci/ dj iLf J 



EXERCISE X. 



^r^^rajcEEnfa^ i 



P 




P=K 



(Id L:d [Ha^-i 
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BXERCISE XI. 



####^ ^ 



^■ 



P 



.1- -m^ 



m 



0^0 



^^ 



LL£J LCif 



EXERCISE XII. 






EXERCISE XIII. 



Double rioies. ►•-#- >«-a 



^^ mr^nrr^ 



EXE|ICISE XIV. 






|n^MiM^=3 



TAe foregoing exercises are intended to be occasionally varied in 
the Legato or Staccato style^ according to the direction of the Master. 
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EXERCISE XV. 



PW^ ^^^^ 



L7 Immkmm BSmSi 



IC* 



i 



tiZMZl 



i^^ 



■ #^ g 



Pupils may here be exercised in writing the major and minor 
scales from tlte piano^forte edition^ with the Jlngering, 



EXERCISE XVI. 

Chromatic Progression, 



^ 



'^m^ 



^^ 




$ 



j e »b t 



i 



^■^^ggg z^ 



Many of the preceding exercises may be written in the bass clef 
for the use of the left hand. 



PASSAGES FOR THE LEFT HAND. 



EXERCISE XVII. 







L 2 
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EXERCISE XVIII. 



^m^ 



I 



n r 



^ 



EXERCISE XIX. 



f j ij f Trfr*^ 



at 



f 



EXERCISE XX. 



^^^^^^ 



SXSRCISB XXI. 



£ 



xrouTj 



rmsm- 



'A — 1^ 



33 



■T 



EXERCISE XXII. 




/^ is recommended to make pupils write their lessons wiih the 
fingering^ before they begin to practise them en the piano^forte. 
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SECTION XII. 



The following Exercises are selected from the lessons of the ptano" 
forte edition — the four first are calculated to convey to the pupil 
the exact proportion and relative duration of the notesy from the 
semibreve to the semiquaver, 

. The first lesson consists of semibreves and minims. 
The second m m ^ • m of minims and crotchets. 
The third ----- ojT crotchets and quavers. 
The fourth ----- 0/ quavers and semiquavers, 

T. Place the counting to the following exercise by 
crotchets*. 



i 



w 



fS 



» 



LESSON I. 



3E 



"i~~giT 



S 



3S 



:xs 



*c. 



It mil facilitate the younger pupils playing^ if they occasionally 
write the treble and bass, and draw lines from the notes in one 
part that strike with the notes in the other ^ as Example. 




Qi Oi 



^m 



ia o 



TTV 




T. Write the following exercise, and place the counting 
by crotchets. 



^ 



LESSON II. 
2 3 4 



¥==¥ 



W~W 



£ 



3cqi 



*c 



* If the pupil is not practising the lessons given as exercises in 
this Section, the teacher will bie pleased to observe that the same 
plan may be adopted for any other music. 
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T. Write the following exercises, and place the counting 
by quavers. 

LESSON III. 
8 4 




LESSON IV. 




LESSON V. 



i 



fcp=n 



J-J*'*' ' rf».. rrr r *-*-fc 3=» 



^ 



LESSON VI. 



W 



f="fr-^-p— ^ -p f »- 



p^^^3 



LESSON VII. 




*^n^>f^^ 




By crotchets* — lesson viii. 



a^M^ 



• P 



t 



*0. 



r^ «?Ao/e o/ the above lessons should be copied outi if the pupil 
is in possession of the piano^forte edition. 

The pupil should be now employed in selecting from their lessons 
the various graces, and marks used for accent, emphasis, ^c. ^c. ; 
the abbreviations will be found explained in the Dictionary, 
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SECTION XIII. 



As the limits of the stave vnll not admit of the sharps being placed 
at the clef successively a fifth above each other ^ without the aid of 
added lines ^ custom has sanctioned (Jor the sake of uniformity) their 
being placed alternately descending a fourlh, and ascending a fifth, 
which inversion produces the same notes, — (See Sect XV.) 

The fiats^ on the contrary^ are placed ascending a fourth amd 
descending a fifth. 

T. Write the primitive or key-note of each major scale 
augmenting by sharps. 

C, G, ^c. 

T. Form one octave of each scale ascending and de- 
scending, and write the notes in minims where the semi- 
tones occm*, marking the tones and semitones as in Example. 

Ascending. 4» 6 fi 7 % 



tx. yr, I g— H=t^-^:^am.i.^S3:^ 



"^^ 



^3^?^^ 



i£^^sa 



Ex. 



i 



Descending. 

S 7 6 5 



xs 



-Or 



T 



^"■ To^^J ^g^ 



TsatgiS^ 



TcJj; 



N.B. — ^Tone is here used t(r signify the distance^ or interval between 
the notes that contain two semitones. 

T. Write the primitive or key-note of each major scale 
augmenting by fiats. 

C, P, ^c. 
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T. Form one octave of each as before. 

T. Write the primitive or key-note of each minor scale 
augmenting by diarps*. 

T. Form one octave of each scale, ascending and de- 
scending, and write the notes in minims where the semi- 
tones occur, as Example. 



Ex. 



Ascending, « T 4 "^ ^ "^ 



,T 7 S 






ss 



:cE 



^JN^c^ 



Ex. 



Descending, ^ 



i 



-^ 




Note. — It mil be observed by the preceding example that the 
minor scale contains the same number of tones and semitones as 
the major, only differently situated. 

In ascending the mii^or scale, it must be remembered that the 
sixth and seventh notes are raised a chromatic semitone; as 
the .ear require^ the semitone to be heard between the seyenth and 
eighth notes^ it is therefore necessary that the sixth be raised^ other' 
wise it would consist of an interval between the sixth and seventh 
of three semitones ; it is also usual to employ accidentals for that 
purpose^ which are only used for the ascending scale^ as the descend' 
ing series always corresponds with the signature used at the clef. 

The preceding rule is the most common in the formation of the 
minor scale; but it is not always followed^ as it sometimes may be 



* It must be remembered that each relative minor will be found 
at the same distance from its corresponding major that A is from C, 
viz., one tone and diatonic semitone below. 

N.B. — The primitive note of every scale is its keynote. 
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met wiih^ with the seventh or leading note only raised a chromatic 
semitone^ as in the following Example. 

EXAMPLE. 

Ascending. -^ g ^ T 8 "^^u ^ 



BXAMPIB 
Descending, g ^^^^ 



i 



tt^ o T T S T 



r>: " -"°'>o ^^ 



T. Write the primitive or key-note of each minor scale 
augmenting by flats. 

D, G, ^c. 

T. Form one octave of eadi Bcale^ ascending and tie* 
8cending» as before. 

T. Write the chromatic scales beginning with D» with 
Ey ^c, ascending with sharps, and descending with 
flats, 

T. Write the chromatic scales beginning with D, witb. 
E, ^c, ascending^ with flats, and descending with 



The pupils should be occassionally exercised in Tnarking the 
semitones in the chromatic scale^ distinguishing the diatonic from 
- the chromatic f as observed at page 29. 
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SECTION XIV. 



T. Infonn me what keys the following notes will 
produce, each note used separately for a key-note, and 
whether major or minor. 



Ex.S 



sx 



JOtZ 



35: 



-Q- 



T. Write the signatures from the natural signature to 
seven sharps. 

Naiurdl 
signature. 



^ ■^\\^^tlM 



I 



-^ 



T. Write the key-note to each in the major keys. 

. N.B. — The key-note may be ascertained by the signature atone 
in the major keySf by taking the semitone above the tost sharp that 
is usedy viz., one sharp^ which is F sharps produces O^ &c.* 

T. Write the retative minors to the former Example, 
augmenting by sharps. 

T« Write the signatures from the natural signature to 
seven flats. 



Ex.e 



SZ^ 



33C 



t^t 



^ 



♦ In the minor keys, judging from the signature, the key-note 
is a tone below the last sharp used at the clef 
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T. Write the key note to each in the major keys. 

N.B. — When fiats are used^ the key note in the major keys may 
be ascertained by reckoning either a fourth below the last fiat or a 
fifth above^ viz., onefiatj which is Bfiai^ produces F, &c.* 

T. Write the relatixit nmorsixy the former Example, 
augmenting by flats. 
T. Write one octave of C^Aa>y mo/or, and Dj!at«wj;V>rt. 
T. Write one octave of C fiat majors and B major. 
T. Write ttie retoHve minors to the two last Examples. 

N.B. — The exercises may be varied occasionally^ by making the 
pupils arrange the major keys with their tonic minors; the difference 
between the relative minors and the tonic minors t^, that the primi" 
five notes are always of the same name in the tonics, as Example, 
A major and its tonic A minor ; B major and B minor ; C major 
and C minor; &c. &a 



* In the minor keys, wbeif flats are used, the bey note is a 
greater third* above the last flat used at the clef. 

t After writing this and following examples, the pupils should 
play them on the piano-forte, as they will then be convinced that 
the same keys of the instrument are used in enharmonic progressions. 

It will be advantageous to accustom pupils to find the key note of 
their lessons which they may be practising, and form the scale 
belonging to the key. 

It is evident, that the easiest method for pupils to ascertain 
whether a key be major or minor j is to count the number of semi- 
tones contained in tiLe third. It will also be the best means of 
teaching the pupils to depend on their own exertions, by making 
them state the difference between the major and its tonic minor 
in their signatures, also whether the semitones are diatonic or 
chromatic^ and they should not be permitted to proceed with the 
relative minor keys until they ftilly comprehend the majors, with 
their tonic minors. 



Greater third and major third are synonymous terms. 



M 2 
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SECTION XV. 



A unison is one and ihe same sound; it is not reckoned as tm »n- 
tervaly and it is mostly expressed as in the f Mowing Example. 



^ i>'^.^.i ^ 



T. Write the names and figures to the intervals in the 
following Example. 

Ex. Figures. 



Names. 



gf^ 



3 



^ 



3a 



3S 



:§ 



CO 



T. Write them with the technical terms. 

Note.-— rA« same Exercise may he given in the different keys^ 
as the teacher may direct. 

T. Write the intervals expressed by the . following 
figures. 




"C5 

-^^ -^>- -^3- -^^ -^>- -^- 



itf 4 H ft — r: 



-^^ -O- O ' 

H 7 f>^ 



Note. — In the key of C, all the C*s are key-notes; as is the 
same in all the other keys^ whether mxijor or minor. 
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T. Write the intervals expressed by the following 
figures. 

EXAMPLE. 



P 



3DE: 



s 



3==S 



0287 
-5 A A o-^o^ A 4 



33: 



3s: 



^ gy o 



231^ 



^^33: 



^3: 



NoTB.-»-rAe pupt7 intt5< remember that the nature and name of 
the intervals remain the same^ whatever be their distance from the 
lowest note, 

T. Write the intervals expressed by the following 
double figures. 



Ex 



i 



3 



-^ 



:s± 






35 



^Ct. 



Note. — The performer is at liberty (when the notes are not given) 
to take either note uppermost as may be convenient ; for instance^ 
suppose a note marked ^, either the fifth or the third may be taken 
for the top note^ at the option of the performer. 

T. Invert the following intervals. 

EXAMPLE. 



i 



-TT: 



3: 



'2nd 



-^ 



3zs: 



-^- 



3s: 



-^ 



Inverted. 



P 



7th 



C5" 



-^ 



.!_ 
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Note. — Extreme flat intervals inverted become extreme sharpy 
and extreme sharp intervals inverted become extreme flat. 

The above Example of Inversion may be given in the other keys^ 
and varied as the Hacher may direct. 

N. B. — Unless pupils retain a correct knowledge of the inteirais, 
the study 0/ Thorough Bass and Hannony will be premature. 



SECTION XVI. 



Transposition is useful in a twofold light ; first ^ with regard to 
the formation of the flcales and keys ; secondly , with regard to 
intervals. With regard to the scales and keys, it gives the pupil a 
clear notion of their proper relations to each other. With respect 
to intervals, it teaches an expeditious method of measuring the dif- 
ference between sounds, cw regards their gravity or acuteness. 

X. Transpose two octaves of the scale of C one tone 
higher ; two tones hi^er ; two tones and a diatonic semi- 
tone hi^er. 

Two tones and semitone higher. 



Two tones higher. 



One tone higher. 

D: 



Scale of C. ^ 



^ 



ICS 



-e- ^ ^^ 



7<3r 



■^ 
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T. Transpose two octaves of the scale of C a diatonic 
semitone lower; a tone and diatonic semitone lower; 
and two tones and a diatonic semitone lower. 



i 



£ 



EXAmPLE. 



j:2. 



m 



^-g»i 



m 



^°^^ 



■&■ 



X2r, 



A diatonic semitone lower. 



A tone and diatonic semitone lower. 



P 



Two tones and a diatonic lower. 



£ 



9 



T. What are the names of the keys and interrals they 
produce from the primitive key-note in ascending? 

P. From C to D a second ; from C to — , ^c. 
y T. What are the names of the keys and intervals they 
produce in descending? 

P. Prom C to B a second below ; from C to — , ^c. 

Note. — Exercises may be given from the other scales diatonic or 
cbromatic, according to the capacity of pupils. 

T. Transpose the following Exercise a tone higher and 
a tone lower. * 
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i 



A tone higher. 



I 



w 



Ex. 



i 



il *(me fon?^. 



T. Transpose the following Exercise a tone hi^er and 
lower. 

A tone higher. 



t 



a^ 
^ 



^ 



^Fn- j T 



i 



ii tone lower. 



IK 



Pupils should be required to state the name of each key in the 
Exercises transposed. 

The Editor ventures to suggest, that many of the lessons given in 
the piano'forte edition, from the peculiar simplicity of their style, 
might be found very useful exercises for the pupils to transpose. 
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DICTIONARY AND INDEX. 



In the following Dictionary the Author has endeavoured to 
explain those Words and Terms as adopted by the best 
modem Masters^ and " as nothing can tend to 

" ADVANCE THE ART OP INSTRUCTION MORE THAN A 

" REDUCTION OF THEIR NUMBER*^" he has carefuUy 
engrafted those only that are in general use. 



N.B For a further explanation of the Terms^ &c., the Pupil is 

referred to that part of the work where they are more fully 
explained. 



A— Ace 


ABRElriATIONS. 


A. 

A, an Italian preposition, which signifies, in, 
for, at, S;c. 

Abbreviations^ see p. 24, 25. 

Accellerandoy to quicken the time, see p. 87. 

Accenty see p« 32, 35. 


Accel^ 


Acciatura, a small note placed before an^ 
ordinary note, which is passed very y 


V F^ !^ 1 


«4^3Wr 


qnick, and is always a semitone belowj 





* Quarterly Muskal Magazine and Review. 

N« 
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Act — Alle 



ABBREVIATIONS. 



Acddenials^ see p. 8 

AceompanimeniSy the parts that accompany 
the principal subject. 

Accord, the union of two or more sounds that 
are agreeable to the ear. 

AciOey applied to sounds that are higher in 
pitch. 

Adagio, see p. 14. ... , 

Added lines, see p. 2. 

Ad libitum, at pleasure, see p. 20 

A due, for two yoices or instruments .... 

Affetuoso, tenderly . 

Agitato, in a hurried style 

Alia o^tova, the same notes in the octave above 

Alia breve^ a* composition with two semi- 
breves in a measure. 

Alia Capella^ in the style of church music. 

Alia Scozzese^ in the style of Scottish music 

Alia Siciliano, a moderate movement in 
compound common time. 

Alia Turca, in the Turkish style. 

Allegretto, see p. 14 

Allegro, see p. 14 

Allegro Agitato, lively with agitation ..... 

Allegro ma non troppo,^ .. , , , 

^ ^j. '^^ I bvely, but not too 

Allegro ma non presto,) ^ ^ ' 

Allemande, a brisk movement in common 
time, 

Al Segno, return to the sign j8, see p. 20. . 



% K ij. 



Ad'. 

Ad lib. 
^A.2. 

^ Affef. 
Agit't 
ga gva^ 



.4/fe'f? 



All 



. 



AW". AgU". 



Al Seg, 
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Alt — Ass 



ABBREVIATIONS. 



Alt, ... .-I 

Alta, ... van octave bigher than i/mtten . 

Altissimoy) 

AltOy tbe counter-tenor part. 

Amoroso, tenderly. 

Andante, slow, see p. 14 

Andantino, see p. 1 4 

Angle, see p. 35) 36 

Anima, spirit. 

Animato, animated. 

Anthem, a vocal composition for the church. 

Aperto, open, plain or hold. 

Apiacere, at pleasure. 

Appoggiatura, see p. 17, 64, 05 

Air, . .^ 

Aria, . > an air for a voice or instrument. 

Arietta,) 

Arch, see p. 81. . . , 

Arioso, light and cheerful. 

Arms of the performer, see p. 80. 

Arpeggio, in the harp style, see p. 23, 24. , 

Arpeggiando, each note of the chord to") 
be played in succession and held down > 
their full time ,J 

Arpeggiato, see p. 24. 

Appoggiando, when small notes are placed 
before, which are to be held down as in 
arpeggiando. 

Assai, when added to another word, signifies 
quicker or slower, as — Allegro assai, very 
quick ; Largo assai, very slow. 



gva- 



Andf' 



^SfS 
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Au—Bra 



ABBREVIATIONS. 



A Tempoy aee p. 87 

A Tempo Ouisto^ in just time. 

A Tre^ for three voices or instruments. 

Attendant Keys^ see p. 49. 

B. 

Balladf an easy song without accompani- 
ments. 

Ballet, } , 

Bar^ single^ see p. 2 

Bar^ double^ see p. 3 

Base.} 

Bass Clefy see p. 4, 5 

Beat^ seep. 17, 18 

Bemoly (French term) for B flat. 

Bene Pladto, ^t pleasure. 

Bequarref (French term) for natural .... 

Bind^ seep. 21. ., , , 

Bis^ -play the notes twice. 

Blanche, (French term) for minim .... 

Bollero, a Spanish dance. 

Bouree, a species of dance. 

Brace^ see p. g. . 

Bravura^ a song which requires taste and 
execution. 



A tern. 



A. 3. 






a 



^ 
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Bre — Cha 



ABBREVIATIONS. 



Breve^ see p. lo. . :♦ . • 

BriUante^ in a quick and brilliant style, 
seep. 14. 

Brio^ spirited. 



Cacda^ see La Chasse, 

Cadence^ > the extempore introductions that 
Cadenza^ $ vocal or instrumental perfor- 
mers sing t)r play at the end 
of a song or piece of music. 

Ca/ancb, see p. 37. . . /^ 

Cantabile, in a soft and singing style . . . 

Canon^ a Yocal composition, in two or more 
parts, so constructed as to form a per- 
petual fugue. 

Cantante^ the voice part. 

Cantata^ a poem set to music. 

CantOj the treble voice part. 

Canzonett, a composition for the voice with ^ 
an accompaniment \ 

Capriccio, a fanciful composition. 

Capricciosoy capriciously. 

Carillons, small bells. 

Catch, a whimsical compofidtion, niMtly for 
three voices. 

Cavattna, a short air, without a second part. 

Cembalo, the harpsichord (obsolete) . . . 

Chaccone, a pathetic movement in triple time. 



1^:11 or N 



Cad, a4 lUf. 

or 
O ad lib. 

Caf- 
Cantab^. 



Can/. 



Cent^ 
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Cha — Con 



ABBBEVIATIONIS. 



Chase^ > in a hunting style, mostly written 
Chcusej i La Chasse, 

Characteristics^ see p. 49 . 

Che, tbf I OP that 

Chord, see p. 49 

Chorus, the whole together 

Chromatic, see p. 89, 75 

Chronometer, the invention of H. Sniart,Esq., 
fiee p. 34. 

Clefs, see p. 4 



p 



CAo*. 



^^ 



Coda, a part sometimes added to a compo- 
sition which forms the final end. 

Colla, with the. 

Come sopra, as above, or as before. 

Come sta, play exactly as written. 

Comodo, convenient, or leisurely. 

Common chard, see p. 49. 

Comm<m time,' see p. 18. 

Composition, see p. 50. 

Con, with. 

Con Affetto, with affection. 

Concertante, a concerto for two or more 
principal instruments. 

Concertino, the principal part in a concerto. 

Concerto, a composition for a single instru- 
ment. 

Concitato, i^tated. 

Concord,, see p. 50. 

Con discretione, with discr^ion. 



^^ 






Con Af. 
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Con — Dec 



ABBBEVIATIOJNS. 



Con espressione^ with expression 

Con furia, with fiiry. 

Conjunct, see p. 70. 

Con moto, with agitation. 

Con spiritOj with spirit, see p. I4. 

Con stromenii, with instruments. 

Contractions, see p. SI. 

Copying, see p. 12, 2«. 

Counter-tenor, see p. 4. 

Counting time, see p. 34, 77. 

CotiraTtto, a short lesson in triple time. 

Crescendo, see p. 3d ,...«. 

Croehe, (French term) for quaver 

Crocke, double^ (French term) for semiquaver 

Crotchet, the fourth part of a semibreve, 
see 0. 9 

D. 

£>a, by or from. 

Da camera, chamber music. 

Da capella, church music. 

Da capo, see p. 20. . . 

Dal segno, from the sign 

Dal teatro, theatrical music. 

Dash, see p. 21 

De$rescendo, see p. g6 

o 



Con espres. 



Cres. 



5 

r 



D. C. 

Al seg. 

» f f f 
Decres. 
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Deg^ — Don 



Degrees^ the lines and spaces which fonn a 
stave, see p. 21. 

Dely of, of the. 

Delicatezza^ delicately. 



ABBRBYIATIONS. 



Demuemiquaver^ see p. 9- 



^Descending, proceeding from the highest 7 
note downwards j 

Diatonic J see p. 89. 

Diem, a quarter tone, see p 43, 50. 

Dieze, (EVench term) for sharp 

Diminuendo, see p. 86 

Di MoltOy an augmentative term, as — 
Allegro di Molto, very quick. 
Largo di MoJio, very slow. 

Direct, see p. 20 

Discord, see p. 50. 

Disjunct, see p. 70. 

Divertimento, a piece with two or three 
movements without accompaniments. 

Divoto, grave or solemn. 

Do, see p. 43. 

Dolce, see p. 36 



I 



Doloement, in a singing and graceful 
style. 

Dominant, see p. 44, 49* 

Dot, single, ? - j .. 

Dots, dmble, l ^^ ^^^^^^«' '^ P- 1^' «^- 

Dot of expression, see p. 22. 

Double notes, see p. 28. 



^^ 



i 

Dim. 



Dol. 
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Due—Fif 



ABBREVIATIONS. 



Duet, 

Duetto^ 

Duettino, 



no, J 



composition for two voices or 
instruments 



{ 



Duo. 

or 

A. 2. 



Duration of notes, see p. o. 



E. 



JB, and ; as-Piano^forte e Voce, Piano-forte 
and Voice. 

Echo, in imitation of an echo. 

Eighth, see p. 44 

Emphasis, see p. 32, 35. 

Enharmonic, music consisting of quarter- 
tones, see p. 43, 47 

Entr'acte, the music played between the 
acts of a play, 8fc, 

Espressione, ? 

„ ^ 'I expression. 

Espresstvo, > '^ 

Etto, less. 

Execution, see p. 82. 

Extensions, see p. 31. 



1 2345a7 8th 




F. 

i^a,seep. 43. 

Falsetto, a man^s feigned voice. 

Fandango, a Spanish dance. 

,Fantasie, ? n ./. , ... 

FantaHa, \ ^ *^^^*^^ composition. 

Fifth, see p. 44 



EsprefS. 



$ 



1 ^84 5th 



^ 



4=4: 



-^ 



02 
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Fig— Fur 



ABBBEVIATIONS. 



Figures^ used in thorough bass, see p. 44. 

Figures^ used for fingering, see p. 28. . • 

Figure 8, placed under a bass note, signifies 
that the octave below is to be added. 

Figures^ used for time, see p. 1 8. 

Figures^ other, see p. 16. 

Finale^ the last movement of an opera,? 
overture, S^c .1 

Fin, 'J 

Finey Mhe end of a composition 

Fini9yj 

Fingering, see p. 28, 82. 

Fingering, foreign method, see p. 28. 

Fingers, see p. 81. 

Flat, see p. 6. . . 

Flat, double, see p. 8. 

Flats^ order of, see p. 8, 89, 79. 

Flauto, flute. 

Flebile,. mournfully. 

Foeoso, furiously. 

Forte, loud, see p. 86. 

Fortissimo, very loud, see p. 36. . . 

Forzando, to accent the notes so marked 



1, 2, 8»4, 5, 6, 7, 8,9. 
X, L9 ,2, 8, 4. 



Fourth, see p. 44. 



Fuga,^ } when the parts of a composition 
Fugue. S foUqw and imitate each other. 

Furioso, furiously, * 



Fine. 



b 
bb 



/ / for. 
ff. fortiss. 

2 3 44h 



^1 2 3 4th 
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Gag — Har 



ABBREVIATIONS. 



G. 

Oavott^ 1 a lively movement in common- 
Oavotta^f time, seldom exceeding four 
Oavotej J measures in each strain. 

Giusto^ just 

Glee^ a vocal composition for three or more 
voices. 

Glide^ see p. 1 9. 

Governing notes y see p. 49. 

Graces^ see p. 17 

Gratioso. ? « „ 

Gravcy very slow, see p. 14. 

Ground^ a composition in which the original 
bass is continually repeated, sometimes 
with variation. 

Groups^ see p. 12, 60 

GustOy tiste. 
Gustosoy tastefully. 



H. 

Har^dsy position of the, see p. 30. 
Harmony y see p. 49. 



^ ^ // 



itr/ 
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Har—Int 



ABBBBVIATIONS. 



Harpeggio^ see Arpeggio. . . 
Hymnf a religioiis song. 

I. J. 

//, it, the. 

Innoeente, with simplicity. 
IntermexzQ^ a middle interlude. 
Intervalj see p. 48. 
Intervals J diatonic^ see p. 45. 



Intervals^ major^ see p. 44. 

Intervals^ chromaiicy see p. 45. . . . 

IntervaUy minor^ see p. 44, 45. 

Intervals^ enharmonic, see p. 45. • . 
Intervals^ irnperfect, see p. 44. 
Intervals, perfect, see p. 44. 
Intervals, diminished, see p. 44. 
Intervals, superfluous, see p. 44. 
Intervals, simple, see p« 44. 
Intervals, replicate, see p. 44. 
Intervals in melody, see p. 45- 
Intervals in harmony, see p. 45. 
Intervals, compound, see p- 45- 
Intervals, inverted, see p. 45 • 
Intonation, singing in tune'. ^ 
Jigg, a country dance. 



Arp. 
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Kee — Leg 



ABBREYIATtONS. 



K. 

Keeping^timey see p. 34. 

Key-board, the range of keys belonging to 
the piano-forte. 

Keyed instruments^ the piano-forte or organ, 
see p. 4S. 



Keys J minor ^ J ^ 



Keys, 

Key-note, see p. 41 « 44, 49. 

Keys of the piano-forte, p. «, and plate, p. 66 . 

Knuckles^ position of the, see p. 80- 

L. 

La, see p. 43. 

La Chasse, in a hunting style . . . ^. . 
Lachrimoso, in a plaintive style. 
Languente, faintly. 

LarflfAerto, see p. 14. . . • ' 

Largo, see p. 14- 
Leadir^g note, see p. 49y 

Ledger lines, see p.-g, 54. • . . 

t^}'-^"'"' ■ ■■ ■ 

LeggtermefUe, 3 ^ 



Chasse. 



Larg^. 



above _ — 



below 

Leg"' 
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Len — Men 



ABBREVIATIONS. 



LentandOf diminish the time, see Slentando. 

Lentamente^ not so slow as Lento . . « . 

Lento, very slow, see p. I4r. 

L. H., left hand, see p. 88 

Letters, used for notes, see p. 4. 

Ligature, a semicircle used for legato, bind, 
tied notes, <S*c. . . . . ^ 

Lines, see p. I . 

Vistesso, the same. 

Loco, play the notes as written. 

M. 

Ma, but. 

Ma energic^hvX energy. 

McBstoso, military, or majestically, see p. 1 4 

Major, 1 

Majore, > see p. 38, 41. 

Majeur,) 

Mancando, see Sitardando, 

Marcia, a march. 

Measure, the distance between two bars, i 
see p. 3. . J 

Mediant, see p. 44. 

Melody, see p. 4d. 

Men forte, less loud 

Men piano, less soft 



L. 



or 



Mwst''. 



Menf. or mf. 
Men p, or mp. 
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Mes — Mils 


ABBREVIATIONS. 


Mtsto^ melancholy. 


. ' 


Mfthody recommended for the first formation 
of the hands, see p. S2. 




Metronome^ the invention of Maelzel, see 




p. 34. 




Mezzoy is mostly used in conjunction with 
some other term, as mezzo- forte^ half loud: 
it is also used alone by some authors to 
use the pedal of the piano-forte, which 
takes off one wire ' 


mf. 
mez. 


Mezzch'piano, softer than piano, see p. S7. . 


m.p. 


Mezza^voce, half the usual force of the voice 


m. V. 


Miy see p. 43. 




Middle C, see p. 4. 


■ ^ 


Minim^ see p> 0. •.».•,.. . 


^ . 


Mifxor, 1 

Minora, > see p. 38. 

Mineur^J 


Minuetty a dance of mpderate movement in 
triple time. 




MinuettOy in the time of a MinuetL 




ModeratOy see f. 14* 


Mod.^ 


Modey see p. 49. 




ModtUatiofty see p. 50. 




MoltOy very. 




Molio di moltOy very much 




MotOy agitated. 




Morendoy see Diminuendo, 




Mils, Bacy a Bachelor in Music • • . . 


M.B. 


Mus, Doc,y a Doctor in Music 


M.D. 
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JWW — Oa 



ABBREVIATIONS. 



Musette^ an air played in a plaintiye manner. 
Music in scores see p. 50. 



N. 

Nails, of ihe fingers^ see p* 80. 
Natural^ see p. 8 . . . 

Ninths see p. 44, 45. ....... . 

JVon, not. 

Non tant0y not so much. 

Non iroppoj not too much. 

Non troppo prestOy not so quick as Presto. 

NoteSj their names, see p. 4 

Notes y shapes and description, see p. 9, 
Notesy doubhy see p. 28. 
Notes J abbreviated^ see p. 25. , . 
Notes, small J see p. If. 



o. 



O, or ; as — Violino o FlautOj Violin or Fhite. 

Obligator the part so marked is very essen- 
tial and cannot be omitted 



1 8 8456789th 




A, B, C, D, E, F, G. 



^ ^ 



Octave, see p. 44. 

Octaves, 7 the same notes an eighdi higher c 
Ottava, $ or lower \ 



8ve 8^a or 8^ 
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Ope — Pig 



ABBBEYIATIONS. 



Operaj a musical entertainment with occa- 
sional dialc^ue. 

Opera^ placed in the title *of a music book, 
signifies a work, as (Opera I.) the author's 
first work 



Oratorio J a performance of sacred musicw 

Orchestra^ that part of a theatre or concert- 
room Plotted to the musical performers. 

OrdiTMfio^ usuaUy. 

Organo^ the organ . . ^ 

Overture J a composition for a full band con-* 



sisting of yarious movements 



p. 



Parte^ pan. 

Passing shake^ see p. 1 8 . 

Pastorale^ in a simple pastoral manner. 

Pause^ see p. 20 

Pedal^ is used to take off the dampers of 
the piano-forte, and when the foot is to be 
raised the asterisk is used, (see Mezzo) . 

Pendulum^ see p. 84. 

Per^ for. 

Perdendosi^ the sound to b^ gradually 
diminished, (see Calando) 

Piacere^ at pleasure. 

Pianissimo^ very soft, see p. 36. • . • . 

Piano^ soft, see p. 36 



Op. I. 



Org'. 

OxT. 



or 



Ptd. or "^ 



Perden. 

pp. 
or p. 
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Pia — Qua 



ABBREVIATIONS. 



Piano-forte, a well known fashionable in- 
strument of various shapes and names, as 
Grand, Square, Cabinet, Unique, &c. 

Pin, more. 

Pin tosto, rather more. 

Pin anima, see p. 37. 

Pin allegro, see p. 87 

Pin brillante, see p. 87. 

Pin vivace, see p. 87. 

Poco, little. 

Poco pin, a little more. 

Poi, then. 

Polacca, .7 t i. . . ^ . i .. q 
Polonaise, S "" 1^^'* ""'' '"^ *"P^^ *™^' t* 

Ponyposo, in a pompous manner • . . . 

Position, for the performer, see p. 30. 

Positions fixed for the hands, see p. 30. 

Prelude, a short introduction played before 
any piece of music. 

Prestissimo, very quick, see p. 14. . . . 

Presto, quick, see p. 14. 

Primo, first ' 

Psalmody, church music. 



Quartett, for four instruments . 
Quasi, almost. 



Pill Air 



Pomp^ 



Presf^ 



A 4. 
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Qua — Roo 


ABBREVIATIONS. 


Quarter-ione^ see Diesis and p. 43. 




Qttavffr, see p. 9 . . . 


t." J- 


Quick McN-ch^ ? a military pece in the style 
Quick Step, . S of a Rondo. 


Quintetty for five instruments 


A. 5. 


R. 





JiaUentandoy see p. 87. 

Re^ see p. 48. 

Recitative, > a kind of speaking accompanied 
Recitante, S with music 

Relative, see p. 38, 48. 

Repeat, see p. go. 

Replicate,, see p. 44. 

Reprize, see Cadence. 

Resoluto, in a bold manner. 

Rests, see p. 16 , . . 

R. H^ right han^d, see p. 32 

Rinforxando, seep. 35. * 

Ripieno, not a principal part. 

Ritardando, see p. 87 

Ronde, (French term) for semiforeve . . . 

Romance, } r* 1 1 • .»• 

Rondeau, > a short piece which generally 
Rondo, . J ends with the first part. 

Root, the fundamental note. 



Recit. 
D.C. 



ri:i3. 

R. \ 

Rinf. or rfz. 

Riiard^. 
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Sar — Sen 


ABBREVIATIONS. 


S. 




Sarabandcj a moderate moTement. 




Scale, see p. 37. 




Scale, chromatic, see p. 37, 41. 




Scale, diatonic, see p. 37. 




SecUe, major, see p. 87, 40. 




Scale, minor, see p. 37, 40, 80. 




Scherzando, light and playfully 


ScAef/. 


Sciolto, in a manner between the legato.w^d 




staccato styles, see p. 22. 


'■ 


Sdrucdolaio, sliding, see p. 27. 


n ' ^ 


V 


C» J ,• . 


JL 1 


Second, see p. 44. ••..•..•.. . 


/n» 4 


*'M* 1 J J 


Secofido, the second part. 


^ ^^ to CJ 


Segno, the si^, see p. 20 


% or ,S- 


»SS.i->^"- 




Semibreve, see p. 9 




Semitone, see p. 29. 




Semitone^ chromaHc, see p, 29. 




Semitone, diatonic, see p. 29. 




Semiquaver, see p. 0. 


J 


Semplice, with simplicity. 


Sempre, always, or continue 


o6^. 


Senza, without. 




Senza rigore, not in strict time. 




SesieU, for six instruments 


AC. 
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Ses — Son 



ABBREVIATIONS. 



1 2 3 4 5 6 7th 



Seventh, see p. 44. 



Shakesj seep. 17, 65 

Sharp, single, see p. 6. • • • • 
Sharp, double, see p. 7, 89 5S. • 
Sharps, order of, see p. 8, SS, 79. 
St, see p. 43. 

Sidliano, a pastoral moTement. 
Signature, see p. 889 42. 
Signatures, see p. 44^ 46 9 47. 
Simile, similar, see p. 26. 

„ •',*'•? see Overture . . . 
Symphony, 3 



Siocth, see p. 44. 



Slentando, see p. 37. 
Slur, see p. 21. . 




SfZi or sf. 



$ 



t 



or X 



Sinf? 

1 2 3 4 56th 



Smorzando, ) gradually diminishing the 
Smorzato, . S sounds of a passage, p. 36. 

Soave, sweetly. 

Sol, see p. 43. 

Solfeggio, an exercise for the Toice. 

Solo, alone. 

Soli, two or more parts together. 

Sonata, a composition for the piano-forte, 
with or without accompaniments. 




Smorz. 
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Son — Syn 



ABBREVIATIONS. 



Sonatina^ a short easy Sonata without ac- 
companiments. 

iSopra, above, or the upper part. 

Sopranoy the treble voice part 

SoHenutOj to sustain the sound by keeping 
down the keys 

Sotto^ under^^or below. 

Sotto vocci in a soft voice or touch .... 

Spaces^ see p. S. 

Spiccato^ see Staccato. 

Spiritoso^ > " ^' 

Staccato, see p. 22, S!^. . « 

^'^^» ? see D 1 

Stove, r? • 

Strepitosoj in a brilliant style. 
StrettOy animtUed. 
Stromentij instruments. 
Suhdominant, see p. 44, 49. 

SubitOy quickly 

Submedianty see p. 44. 

Subsemitoney see p. 44. 

Sua locoy in its own place. 

Superfluous unxs<my .«ee p. 48. 

Supertonicy see p. 44. 

Symphony y the prelude to a song, S^c. . . ^ 

Syncope, 



Syncopated. 
SyncopaHi 



ion, ] 



see p. 23. 



Sosf. 
8. V. 



f t I I or • • • • 



-STAVE- 



Sub. or S. 
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Tac—Tim 



ABBREVIATIONS. 



T. 

Tacet^ to be silent. 

TantOy too. 

Tasto soloy the bass to be played without chords 

Temay an air or subject. 

Tempoy in time, see p. 37 

Tempo di balloy in dancing time. 

Tempo giustOj in just time. 

Tempo prim^j in the first time, see p. 37. . 

Tendrementj tenderly. 

TenoTy see p. 4 • . . , 

Tenute. > ^ , . . 

renuto,r^*^^^*^^ 

Terzay third part. 

TerzettOy for three instruments. 

Tetrachordy see p. 70. 

Them^y > 
ThemeyV^ ^^'^''' 

Thirdy see p. 44. . * 
Thorough BasSy see note, p. 44. 
Tied-noteSy see p. 31 

Time, commoriy see p. 13 

Timey triplcy see p. 13. .... . J 

Timey compoundy see p. 61. 
Timey correcty see p. 34. 

Q 



P 



Tasto OP T. S. 
Tern. 



Tern. 1^!> 

I! 



i 



Ten. 



1 8 3d 



^ 



-,^=v 



^ 






Digiti 



zed by Google 



114 



MCTIONARY AND INDEX. 



Tim—Tye 



Time'keepery see p. 34- 

Toccata, a lesson expressly composed to 
improTe the touch. 

Tone, seep. 70, 79. • * 



ABBREVIATIONS. 



Touches^ different, see p. 87. 

Transition, chromatic, see p. 50. 

Transition, enharmonic, see p. 50. 

Transpt)Htion, see p. 46, 86. 

Treble, the jpart to which the treble clef is 
attached, see p. 5. . . .' . ^ . . . . 

Tremando, see p. 27. 

Tremolato, i 

rrm«/<,,.J««'P-*^ 

Triad, see p. 49. 

Trill, I 

rn7/o,$«^P-^«- • •. • 

Trio, for three voices or instruments . • . 

Triple croche, (Frejich term) for demisemi- 
qaaver v 

Triplets, quavers, ^., tied by three in a 
group, with a 3 over or under, see p. 16. 

Tritone, a sharp fourth, containing three 
tones or six semitones . ...... 




Troppo, too, or too much. 
Tutti, altogether. 
Turns, see p. 17, 60. . 
Tye, see p. 21 



Trem. 



or 



^ 1 2 8 4th 

m 



i 



x± 
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Va — Wri 



abbr;pviations. 



U. V/ 

Fa, go on. 

Valce^ see Waltz. 

Variation^ 1 . . « . . j 

Variazione,S '^'^ «^°"* "' ^"'**- 

VigorosOf vigorously. 

Vivace^ with life and spirit, $ee*p. 14. 

Vivacessimoj quicker than Vivace . i . . 

l/n, a. 

Vnpocoy a little. 

Unison^ > the uoioii ^ sounds, or the parts 
Unisoni, S played in octaves, see p* 44, 84. 

Vaee^ voice. 

Fo/to, time. 

Volta primaj the first time . ...... 

Voltij turn over 

Volii Svhito^ turn quickly *. 

w. 

Waltz, .1^ ^ \ . , ,. 

Waltzer \ *^®®"^^ dance in triple time. . 

White keys, see p. 6. 

White notes, see p. lo 

Wrists of the performer, see p. 8o> 88. 



Var. 



mo 



Vimce .. 



Urns. 



VoUa l"?f 
V. 

V. s. 



I <" i 



1 
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In eonclusion, the Editor begs to say, that his principal 
object has been to unite (as the title implies) all that is 
^ruly qseful in the Thtory and PracUce of the Piano-forte, 
and he trusts that the materials of which it is composed 
are so employed as to remain permanently on the tablet 
of the memory ; and though he prinqipally designed it for 
the use of schools and families, he, notwithstanding, hopes 
it may not be found unworthy the perusal of private pupils, 
previous to their entering on the study of Thorough Bass 
and Harmony. 



LONDON: 
PRINTED BY W. CLOWES, 

Nortliomberiandcoiirt. 
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